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Postcolonial Counter Discourse in Historical Novel Writing: 
The Construction of Historical Representation and Cultural Identity in 
One Hundred Years of Solitude. Midnight's Children and Flying Carpet 
Abstract 
History, fiction and narrative have an inseparable relationship with one 
another. Traditionally, history and fiction are defined as two distinct disciplines based 
on the principle of science: the former is an objective and factual reflection of human 
historical reality whereas the latter is a subjective and fictional representation of 
human reality. Narrative as a common mode of writing in these two genres has 
accordingly developed into two oppositional concepts: narrative in history is a 
neutral discursive form while narrative in fiction is a construct of human imagination. 
This separation of history and fiction is challenged when the concept of narrative 
undergoes a drastic revision. In contemporary theories, narrative as a mode of 
writing is human construct and therefore history and fiction are both constructions of 
human imagination. This thesis is going to discuss how the reconceptualization of 
narrative affects the attitudes of the novelists from former colonies towards the 
imperial historical discourses and the approaches they use in response to these 
discourses in a postcolonial context. 
This thesis begins with a brief recapitulation of the concepts of History 
which serves as a foundation on which the contemporary theories establish. The 
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basic contention of the traditional historical discourse is that History is a scientific 
study of human past on the ground that narrative is a neutral discursive form for 
history writing. The discussion then proceeds to expound the rethinking of narrative 
as a system of linguistic codes and its effect on the contemporary concepts of 
historical narrative. Contemporary historians and literary critics alike argue that the 
historical representations in historical narrative are systematic linguistic 
constructions. 
After setting the conceptual relationship between history, fiction, and 
narrative, the discussion focuses on the emphasis on historical novel writing in a 
postcolonial context. It is argued that imperial historical narrative as colonial 
historical discourse is used to create and sustain the hierarchical relationship and 
construct the representation of the colonized. In response to the domination of 
imperial historical narrative, postcolonial novelists construct their historical 
representations in the form of historical novel writing, counter-discursively exposing 
and overthrowing the imperial historical domination. 
Using examples from novels written by novelists from former colonies, 
this thesis demonstrates that historical novel writing is a common mode for writing 
history in the postcolonial context but with distinct cultural tradition and historical 
background. The three postcolonial novelists employ three distinct ways to 
reconstruct the histories of their people—magical realism in One Hundred Years of 
Solitude by Gabriel Garcia Marquez from Colombia; metafictional writing in 
ii 
Midnight's Children by Salman Rushdie from India; and fairy-tale realism in Eeizhan 
飛K [Flying Carpet] by Xi Xi 西西 from Hong Kong. The diversity in the mode 
of historical novel writing suggests the plurality of "histories" and "realities" in the 
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Introduction: History, Fiction, and Narrative 
I was bom in the city of Bombay [...] once upon a time 
[ . . . ] I was bom in Doctor Narlikar's Nursing Home on 
August 15'\ 1947. Salman Rushdie (my emphases). 
The beginning of Midnight's Children demonstrates a bipartite narrative 
structure that characterizes a representative mode of writing in many postcolonial 
novels. This is a structure in which both the fictive events and historical references are 
intertwined with each other. The Columbian novel, One Hundred Years of Solitude 
(1967) by Gabriel Garcia Marquez, is an incorporation of the history of a fictional 
family and the historical references of Latin America. The Indian novel, Midnight's 
Children (1981) by Salman Rushdie, is an incorporation of the personal history of the 
protagonist, Saleem Sinai, and the national history of India. Finally, the Hong Kong 
novel, Fei Zhan 飛氍[Flying Carpet] (1985) by Xi Xi 西西，is an incorporation of the 
history of an imagined city, Fertillia 月巴土鎭[Fertile-earth Town] and the historical 
experience of Hong Kong. These examples offer a brief description of the basic 
concerns and characteristics of a mode of fictional narrative—the historical novel— 
which will be discussed in this thesis. Historical novel writing is a term given to this 
mode of fictional narrative that deliberately performs the practice of history writing in 
the generic framework of fiction so as to blur the conventions of these two forms of 
writing and transgress the border between fiction and fact. In a postcolonial context, it 
is argued that the historical novel writing composed by writers from former colonies is 
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a discursive means to counteract the representations constructed in the imperial 
historical discourses. ‘ 
To study historical novel writing involves a close study of the concepts 
about history and fiction, and the relationship between them. History, as an academic 
discipline, refers to a branch of human science which deals with the study of the 
historical development of a country or a continent or a world in scientific methods. 
The emphasis that history is a scientific study presumes that the representations of 
human reality in historical narratives are fact. Fact means that events described in 
narratives are known to have truly happened in human reality. In contrast, fiction, by 
its very definition, denotes that it is "a narrative written in prose [e.g. the novel and 
short story], which is invented instead of being an account of events that in fact 
happened" (Abram, 94). Thus, the representations of human reality in fiction are 
considered as human imagination. If there is a spectrum with "factual" at one end and 
"fictive" at the other, it should not be surprising to find that history and fiction will 
accordingly be placed on either extreme respectively, showing that they are never 
compatible with each other. However, historical novel writing destabilizes the 
incompatibility between these two genres by situating itself in the interstice between 
them，making the factual mix with the fictive, and the fictive mix with the factual. As a 
result，the concepts of the history genre and the fiction genre are not mutually 
exclusive but indubitably interrelated. 
The obscurities of historical novel writing embedded in the mysterious 
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interrelationship between history and fiction denote recent concerns with the 
rethinking of the nineteenth-century concepts of history in relation to fictional writing. 
("History" with capital letter “H” will be used hereafter to refer to the discipline or the 
concept of history in the nineteenth century which is distinct from the concept of 
history suggested by contemporary historians and literary theorists). Contemporary 
historians and literary theorists argue that History is not simply a factual representation 
of life but a systematic linguistic construction of historical reality. This construction is 
a discursive means to impose and reinforce a certain form of power relations that exists 
in the real world. In the postcolonial context where power relations between the 
European colonizers and the colonized are specified, the reconceptualization of the 
notion of historical narrative sheds light on the analysis of literary works produced by 
writers from former colonies. Regarding the historical narratives written by the 
colonizers as colonial discourse that are linguistically constructed to subjugate the 
colonized, many postcolonial novelists tend to (re)write the histories of their own 
places in the form of fictional narrative so as to make their novels a counter discourse 
to challenge the imperial historical representations of historical novel writing. It is 
argued that the historical representations of reality in all imperial historical narratives, 
like those in fictional narrative, are mere linguistic constructions. 
The critical analysis of the three historical novel writings in this thesis aims 
at exploring the issues of rewriting history in the form of fiction narrative in the 
postcolonial context. The general objectives of this research are to examine how the 
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postcolonial novelists use fictional narratives to write history in order to subvert the 
imperial historical discourses, to create alternative historical representations of their 
places as well as to offer alternative representations of their cultural identities. The 
introductory chapter provides the fundamental concepts of History and the opposing 
arguments postulated by contemporary historians and literary theorists. The major 
contention of the contemporary scholars is that History is not an objective 
representation of human reality but a linguistic product constructed on the basis of the 
conventions of fictional writing. The later part of the introductory chapter will discuss 
the connection between postcoloniality and historical novel writing. It is argued that 
the emergence of historical novel writing in the postcolonial context is a response to 
the domination of imperial historical narrative. 
History and Narrative in Traditional Historical Narrative 
Traditionally, History is considered as a discipline of human science. 
According to the dictionary definition, science, be it the human, the natural, or the 
social, refers to a practice or a kind of knowledge that applies scientific methodology 
such as empirical observation, testing of facts, generalizations, and abstraction in the 
course of studying human reality. In this respect, the concept of "scientific" discourse 
suggests that human reality is full of hidden "facts" and "evidence". As scientists of 
whatever disciplines, their role is to discover the objectively existing "facts" and 
"evidence" and then comply a "factual" record. Hence, to define the traditional 
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historical discourse “as an autonomous domain in the spectrum of the human and 
physical science" means that the past events are already in existence and have already 
happened but they have not systematically been recorded. Then the job of historians is 
to use their "scientific historical knowledge" to find out the "truth" of the human 
historical reality and make it known to the world through writing historical narrative 
(White Metahistory 1)? The stress on "science" as the nature of History verifies the 
presumed "truth" status of History and its referential relation to human reality. 
The scientific discourse influences the perceptions of traditional historians 
towards the concepts of human past reality. Moreover, it determines the style by which 
traditional historians present such reality in historical narrative. First of all, the human 
past reality in History is framed in linear temporality. In History, historical time is 
conventionally structured in the form of chronology. In Beyond the Great Story. 
Robert F. Berkhofer, a contemporary scholar in historical studies, states that the idea of 
chronology carries three implications; that is universality, directionality, and 
measurability (109-115). Universality means that the units of time are immutable 
despite temporal and spatial changes. "Seconds, hours, weeks, months, years, and 
even decades and centuries are the same no matter when or where for time is 
standardized as well as universal" (110). Directionality presupposes that "things and 
events occur in linear chronology." In other words, things take place with the definite 
structure of beginning, middle, and end (120). Measurability assumes that time in 
history is equivalent to time in a "human-invented calendar" and the equivalence 
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makes time countable because human beings can measure the past by reading date in a 
calendar (119). These three assumptions, universality, directionality, and 
measurability, implicate traditional historians' intention to imitate the "naturalness" 
and the "chronological unity" of human reality. Historical time in traditional historical 
narrative, therefore, is always sequential and homogeneous. 
In addition, the scientific discourse affects the perception of traditional 
historians towards the relationship between form and content in historical narrative. In 
the discourse of History, the form of history writing is separated from its content. As a 
result, the meaning of the human past reality is solely determined by the content 
derived from the past events. As for the form, it is simply like a fixed container into 
which the past events一the content of the historical narrative一are poured. The 
narrative form, as a container of events, is therefore, taken to be “a transparent 
medium" for recording the past events in human reality (Berkhofer 28). By being 
transparent, the narrative form seems to guarantee the objectivity of the historical 
representation. Traditional historians claim that historical narrative is a "factual" 
account of human past reality, which is free from any subjective, political and moral 
interference. 
A Rethinking of the Relationship between History and Narrative 
In the contemporary discourses, the shift from treating a narrative as a 
neutral form for the representation of life to taking a narrative as a systematic linguistic 
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construction urges historians and literary theorists to examine the traditional concepts 
of History. In the Preface of The Content of the Form, White pins down the 
problematic and contradictory relation between history and narrative. He writes: 
This relation becomes a problem for historical theory with 
the realization that narrative is not merely a neutral 
discursive form that may or may not be used to represent real 
events in their aspect as development processes but rather 
entails ontological and epistemic choices with distinct 
ideological and even specifically political implication (ix). 
In contrast to the traditional presupposition that historical narrative is a neutral 
discursive form, White proposes that historical narrative is a construction shaped by 
events with "ideological and political" implications. 
White's argument breaks down the assumed separation of form from content 
in the traditional concept of History. In The Content of the Form: White compares the 
constructions of three kinds of historical writing, namely annals, chronicles and 
narrative, so as to illustrate the close relation between form and the human past reality 
represented. White argues that historical events are arranged differently in each kind of 
historical.writing and such an arrangement actually reflects historians' conceptions of 
human past reality (6-17). For example, to those who choose to write history in the 
form of a chronicle, the reality they have in mind is discontinuous, fragmented, and 
loosely structured. To those historians who choose to write history in the form of 
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narrative, the reality they intend to represent, conversely, is "the coherence, integrity, 
fullness and closure of an image of life" (24)/According to White's argument, the 
arrangements of historical events in different forms entail differences in the 
conception of human past reality. Therefore, narrative itself is responsible for meaning 
formation. The presumption that narrative is not subject to individual manipulation is 
indubitably rejected. 
In "Narrative", J. Hillis Miller presents a thorough analysis of the 
conceptual development of narrative in relation to fictional writing. Miller argues that 
narrative can be functionally divided into two categories: narrative as revealing and 
narrative as creating. This basic distinction of narrative relates to the basic 
differentiation between the traditional and contemporary conceptions of historical 
narrative. He writes: 
To say "reveal" presupposes that the world has one way 
or another preexisting order and that the business of 
fictions is in one way or another to imitate, copy, or 
represent accurately that order [...] To say "create", on 
the other hand, presupposes that the world may not be 
ordered in itself [...] fictions may be said to have a 
tremendous importance not as the accurate reflectors of 
a culture but as the makers of that culture [...] (69). 
Miller's distinction between narrative as revealing and narrative as creating suggests a 
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change from regarding narrative as a true reflection of human reality to narrative as a 
construction of that reality. According to Miller； the notion of "creating" undermines 
two basic presuppositions embedded in "revealing": the pre-existence of the world 
order and the factual representation of narrative. Miller's idea supports the 
contemporary statement that historical narrative is a systematic linguistic construction. 
Michel Foucault's concept of discourse enhances the understanding of 
narrative as a systematic linguistic construction for subjective representation. ^ In the 
introduction of his famous book, Power/ Knowledge. Foucault clearly states his 
rejection of the traditional approach to treat historical analysis as scientific discourse: 
If there is one approach that I do reject, it is that which 
gives absolute priority to the observing subject, which 
attributes a constituent role to an act, which, in short, 
leads to a transcendental consciousness. It seems to me 
that the historical analysis of scientific discourse should, 
in the last resort, be subject, not to a theory of the 
knowing subject, but rather to a theory of discursive 
practice (xv). 
Foucault argues that human reality is formed by a "discursive practice." Different from 
the theories of discourse, Foucault's concept of discourse is defined in terms of bodies 
of knowledge. Knowledge, or in Foucault's term, “the entire episteme of Western 
culture", refers to a system of thoughts, and also a system of structured representation, 
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which is disseminated by language, particular in the form of writing (60). In The Order 
of Things. Foucault focuses on the knowledge of three particular disciplines of human 
sciences: bio-medicine, economics and linguistics. This focus, as mentioned in the 
subtitle of the book, is archaeology of human sciences. "Archaeology" in the context 
of Foucault's study refers to the historical analysis that reveals the formation of 
disciplines and theories, which have been assumed to be found, not to be formulated 
(xii). This study of "the archaeological level of knowledge," as opposed to "the 
epistemological level of knowledge," is a protest against the empiricity of human 
sciences and a disclosure of the conditions with which a system of structured 
representation is established and conventionalized as "coherent" and "true" (xiv). 
With reference to Foucault's theory of discourse, History of the nineteenth 
century, which is assumed to be a discipline of human science, can be defined as a 
form of knowledge through which the representation of human past reality is 
discursively constructed. In Metahistory, White uses the term, "the verbal structure," 
to illustrate the shared idea that historical narrative is a discursive formation: 
Historical discourse is a verbal structure in the form of 
narrative prose discourse that purports to be a model, or 
icon, of the past structures and processes in the interest 
of explaining what they are by representing them (2). 
Reiterated once more in this quotation, the major purpose of historical discourse is to 
make itself look like a paradigm of scientific study and hence to make the historical 
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representation contained in the narrative an "objective" account. The notion of 
"narrative prose discourse" further suggests that historical narrative is a linguistic 
construct shaped by rhetorical and narrative conventions and formed by ideologically 
determined conceptual frames. In this sense, therefore, historical narrative resembles 
fictional narrative which is convention dominated. 
The reorientation of history as a verbal construction that is subject to 
ideological choice and generic conventions narrows the gap between the history genre 
and the fiction genre, and also complicates the conceptual relationship between them. 
If history is as imaginative as fiction, can history still be said to be factual (that is, to 
have a direct correspondence to human reality)? Can history still be a kind of truth that 
uncovers the unknown past of human reality? If history is no longer the "truth" of 
human past reality, can we still regard the "scientific" methodology as the standard and 
proper approach for the analysis of historical narrative? Can the traditional historians 
still persuasively argue that their account of the human past reality is definitely 
objective in the process of "discovering" and "recording"? In response to these doubts, 
contemporary historians and literary theorists adjust the focus of study from scientific 
discourse to fictional discourse and start to explore the construction of historical 
narrative in relation to the conventions used in fictional narrative. 
In fictional writing, the construction of a particular type of narrative largely 
depends on how the novelists organize the fictional components such as character, 
setting, point of view, diction, and imagery. In historical writing, contemporary 
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historians claim that the construction of a historical narrative resembles the structural 
organization in fictional writing. In The Content of the Form. White uses his theory, 
"encodation," to explicate the creative process of historical narrative: 
In historical discourses, the narrative serves to transform into 
a story a list of historical events that would otherwise be only 
a chronicle. In order to effect this transformation, the events, 
agents, and agencies represented in the chronicle must be 
encoded as story elements; that is, they must be characterized 
as the kinds of events, agents, and agencies and so on, that 
can be apprehended as elements of specific story types (43). 
The theory of encodation points to the problem of meaning or interpretation in 
historical narrative. In White's opinion, although elements of a given human past such 
as persons, places, events and dates are supposed to be the same in a chronicle, the 
meaning of that human past will vary from one historical narrative to another because 
of literary organization. Like fiction writers who aim to create a meaningful totality 
through the form and the theme of a novel, historians attempt to convey their 
interpretations of human past through the ordering of "historical" events into an 
organized and meaningful structure of a literary plot. Plotting, then, plays a vital role 
in the meaning-formation process in both fictional and historical narratives. 
Plot as the basic element in fictional writing refers to unity of action that is 
constituted in sequence and order (Abrams 225, Fowler 145). Abrams points out, as 
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opposed to story, which refers to the temporal order of what happens, plot specifies 
how the events in a literary work are related to each other, by causes and motivations, 
and in what ways all the events are rendered, ordered, and organized so as to achieve 
particular effects (224). The use of plot in historical narrative, therefore, suggests the 
traditional belief that history itself is sequential and chronological. However, W. H. 
Walsh, like many contemporary historians, proposes that "history is a chaotic 
aggregate of unconnected events and processes, lacking all rhyme and reason" 
(Berkhofer 116). In his study of traditional historical narrative, Berkhofer explicates 
the function of plotting in making chronological unity. He argues that human past 
reality is non-chronological and non-causal in structure. However, the plotting of 
historical time transforms human reality in non-chronological order into an 
organization with chronological temporality (Berkhofer 117-120). Peter Brook's 
exposition of the relationship between plot, narrative and representation of temporality 
can best recapitulate the artificiality of historical time: 
Plot...is the design and intention of narrative, what 
shapes a story and gives it a certain direction or intent of 
meaning. We might think of plot as the logic or perhaps 
the syntax of a certain kind of discourse, one that 
develops the propositions only through a temporal 
sequence and progression. Narrative is one of the large 
categories or systems of understanding that we use in 
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our negotiations with reality, specially in the case of 
narrative, the problem of 'temporality; man's 
timeboundedless, his consciousness of existence within 
the limits of mortality. And plot is the principal ordering 
force of those meanings that we try to wrest from human 
temporality. Plot is [...] basic to our experience of 
reading, and indeed to our very articulation of 
experience in general (12). 
Indicated in Brook's analysis, human temporality is paradoxical in the sense that 
man's infinite experience is confined to the fmiteness of man's lifespan. In Brook's 
opinion, therefore, to overcome "the problem of temporality," man uses plot to 
organize the human experience into a temporal sequence, an order of events that 
articulates the meaning of human reality. An act of plotting, therefore, means a process 
of fashioning to weave scattered elements in human's consciousness into a literary 
structure in linearity and unity. 
The intelligibility of time by plotting is closely connected to the concept of 
multiple representations. Plotting is an act to constitute "the continuity, coherence, and 
causality or contingency of the events in time that make a temporal miscellany into a 
story or narrative" (Berkhofer 118). In this sense, plot is mediation between individual 
events or incidents and a story as a whole. Events or incidents may not be connected 
sequentially or causally; however, the plotting of historical time allows the diversity of 
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events or incidents to be brought together as a singular historical representation. The 
aggregation of diversity into an organic unity by means of plotting entails the 
possibilities of multiple temporal arrangements. A set of given events and incidents 
may have different temporal representations according to historical conceptual 
frameworks of temporality. In other words, the versions of historical time provided by 
traditional historians are only one out of many in the representations of human 
temporal reality. 
Variety in the representation of historical narrative produced through 
plotting demonstrates the possible generic differences among historical narratives. 
Regarding the employment of plot in historical narrative, White states: 
Tragedy and Satire are modes of emplotment which are 
consonant with the interest of those historians who perceive 
behind or within the welter of events contained in the 
chronicle an ongoing structure of relationships or an eternal 
return of the Same in the Different. Romance and Comedy 
stress the emergence of new forces or conditions out of 
processes that appear at first glance either to be changeless in 
their essence or to be changing only in their phenomenal 
forms (White, Metahistory 11). 
Borrowing the generic terms such as tragedy, comedy, romance, satire, and farce from 
literary studies and using them in his discussion of historical writing, White stresses 
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his argument that historical narrative is not a form in homogeneity but an umbrella 
term that can further be sub-categorized in terms of their literary types. Besides, the 
generic differences in historical narrative reflect the differences in spectacles from 
which the historians understand and interpret the physical world. Point-of-view or 
spectacle of historians, which is shaped by cultural, political and societal values of the 
time, plays a determinant role in defining the meanings of historical representation. 
Apart from the concept of plotting, the use of trope is also central to the 
study of historical narrative. The traditional presupposition that historical narrative is 
an objective account of human reality rules out the possibility to use language that 
goes beyond the literal meaning. However, the reconsideration of historical narrative 
as a construct brings up the use of figurative language in the discussion. White's 
theory of tropes provides a framework for the analysis of figurative language in 
historical discourse (31-38). With reference to traditional poetics and modem 
language theories, White identifies four basic tropes~metaphor, metonymy, 
synecdoche and irony~that are widely applied in the construction of historical 
narrative (Ibid. 31). White proposes that the evolution of the trope type corresponds to 
the development of historical thinking: 
For each of the modes can be regarded as a phase, or 
moment, within a tradition of discourse which evolves 
from Metaphorical, through Metonymical and 
Synecdochic comprehensions of the historical world, 
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into an Ironic apprehension of the irreducible relativism 
of all knowledge (38). 
Although White's notion of trope is limited to his own theoretical base, it breaks down 
the traditional frame of objective and literal language and provides a paradigm to 
understand the relationship between surface representations and the deep structure of 
historical narrative. White's theoretical analysis reveals that in the process of 
representing their human past realities, individual interpretations of the real world is 
unavoidable. Historians may consciously or subconsciously employ figurative 
language to articulate the perspectives from which they perceive the real world. This 
use of tropes in the construction of historical narrative rejects the presumed referential 
relation of historical representations to the physical world and casts light on the issue 
of historical narrative and interpretation. 
Historical narrative as interpretative is disregarded in the discourse of 
History. The notion of historical objectivity in the concept of History confines 
historical narrative to the "discovery" of facts and evidence. The meaning of historical 
narrative, thus, is a sum total of the "facts" collected. However, in Beyond the Great 
Story. Berkhofer disapproves of the use of the fact-based approach to deal with 
historical representation (60-62): 
The normal historical paradigm connects representation and 
referentiality through the transition from the derivation or 
creation of facts from evidence to the synthesis of those facts 
into an exposition. Hence [there are] the statements so 
customary in the profession that history is both science and 
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art, both reconstruction and construction [...]，and reference 
is only part of representation in a historian's text. To judge a 
history solely, or even primarily, on the basis of its factuality 
is to ignore the larger tasks of historical representation (62). 
According to Berkhofer's argument, historical narrative is "an exposition" constituted 
through the fact-creating and fact-synthesis processes. Therefore, historical narrative 
is not solely an account of facts but also an account based on human interpretation. 
Through revealing the constmctiveness of historical narrative, the author aims at 
demonstrating the insufficiency of that mode of writing. The author argues that the 
sole dependency on factuality overlooks "the larger tasks of historical representation," 
that is the tasks that go beyond the notion of referentiality and move towards the 
domain of interpretation. The meaning of these larger tasks mentioned by Berkhofer is 
best captured in Keith Jenkins' comments in Rethinking History. In his book, Jenkins 
states, "history is discourse [in which] the past is a text to be read and made 
meaning-full" (33). However, he emphasizes that the derivation of meaning from the 
past in historical discourse is not solely a direct correspondence to the "facts" in the 
physical world. On the contrary, the meaning of every single historical event is an 
embedment in interpretative reading. Realizing the interpretativeness in historical 
narrative, contemporary historians and literary theorists speculate the intention of 
traditional historians to disguise historical narrative as the truth of human past reality. 
They argue that one of the intentions to construct historical narrative as truth connects 
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to the power relations in society. 
Contemporary historians and literary theorists alike argue that "truth" in 
historical narrative is a product of power. In Power/ Knowledge. Foucault states this 
point clearly: 
Truth isn't outside power [...] it is produced only by 
virtue of multiple forms of constraint [...] each society 
has [...] its general politics of truth: that is, the types of 
discourse which it accepts and makes function as true; 
the mechanisms and instances which enable one to 
distinguish true and false statements, the means by 
which each is sanctioned; the techniques and procedures 
accorded value in the acquisition of truth; the status of 
those who are charged with saying what counts as true. 
'Truth' is to be understood as a system of ordered 
procedures for the production, regulation, distribution, 
circulation and operation of statements. 'Truth' is linked 
[...]with systems of power which produce and sustain it 
[ . . . ]as a 'regime of truth' (131-133). 
Explicitly stated in the passage, "truth" in Foucault's conception is an indubitable 
systematic discursive construction through which the "regime of truth" and the "power 
relations" derived from this truth can be sustained. In a sense, the inherent objective 
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nature of "truth" established in the discourse of History is reduced to a set of man-
made subjective points-of-view which guides humans to perceive what is true and 
what is false and constructs various representations of the physical world accordingly. 
The manipulation of point-of-view in historical narrative has profound 
social, cultural, and political implications. In Beyond the Great Story. Berkhofer 
recognizes the authoritative role of historians in shaping historical narrative: 
Historians have authority over the past in the sense that they 
determine which voices of the past are heard through their 
expositions and thus which viewpoints are represented in 
their discourses (171). 
This concise explanation points to the function of historical narrative as a discourse for 
imposing suppression. In the quotation, "the past" is described as an entity subject to 
the control of authority. The subjection of "the past" reveals that "the past" itself is not 
an object in existence but a construction conditioned by the manipulation of historians 
over the "voices" or the "viewpoints" in the narrative. In this sense,_point-of-view in 
historical narrative has double function. On one hand, historians use the singular voice 
to construct and normalize the asymmetrical power relations. On the other hand, 
historians use the monolithic voice to suppress the voices of the subordinate. 
Apparently, historical narrative is not only a linguistic construct that conveys 
historians' interpretations of human reality but also a discourse that produces and 
sustains the hierarchical power relationship. In the postcolonial context, historical 
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narratives from the point-of-view of the colonizers are considered as discourses to 
perpetuate colonization. 
Historical Narrative in a Postcolonial Context 
A single word, changing the course of history 
Salmon Rushdie Grimus 
Colonization, surely, involves material domination and exploitation in the 
aspects like the social, the geographical, the economic, and the political. However, 
beyond this physical level, there is a form of colonization that is the least explicit but is 
as powerful as or even more powerful than the material dominations mentioned. It is 
the colonization in the form of cultural domination. Specific to this thesis, historical 
narrative, as a form of cultural artifact, serves the purpose to justify, to normalize and 
to perpetuate the material colonization. The imperial centers make use of historical 
narrative to create a concept of historical "realities" wherein colonization is fashioned 
into a story of cultural enlightenment, of economic development, and of political 
progress to the colonies. In the postcolonial period, historical narrative is a linguistic 
construct to fashion the colonial past in a way to institutionalize the imperial 
superiority in their ex-colonies. In The Postcolonial Studies Reader, this relation 
between language, history, and power is highlighted: 
Language provides the terms by which reality may be 
constituted; it provides the names by which the world 
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may be 'known'. Its system of values—its suppositions, 
its geography, its concept of history, of difference, its 
myraid gradations of dist inctionbecomes the system 
upon which social, economic and political discourses 
are grounded (Bill 283 my emphases). 
The understanding that history in the form of historical narrative is a linguistic 
construct points to the issue of representation. Through historical narrative, the 
imperial powers create the hierarchical and discriminatory representations in which 
they read the colonized as the Other, a negation of the Self. This discursive formation 
of the hierarchical power relation between the Self and the Other is the focus in 
Edward Said's Orientalism. In the introductory passage of his book, Said 
straightforwardly states that the Orient (people of the East) "was almost a European 
invention, and had been since antiquity a place of romance, exotic beings, haunting 
memories and landscapes, remarkable experiences" (1). This construction of the 
Orient, according to Said, is a means for Europe (the West) to define itself. 
Like Said, Homi Bhabha in The Location of Culture deals with the 
relationship between colonial discourse and the issue of representation. Bhabha argues 
that representations of the colonized in Western colonial discourses are limited in the 
sense that they fix the images of otherness in a binarism of cultural differences. As he 
mentions in "Cultural Diversity and Cultural Differences," "to represent the colonial 
subject is to conceive of the subject of difference, of an-other history and an-other 
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culture" (229). This concept of fixity is the core of the colonial discourse and it bears 
its representational connotation. 
Fixity, as the sign of cultural/ historical/ racial 
difference in the discourse of colonialism, is a 
paradoxical mode of representation: it connotes rigidity 
and an unchanging order as well as disorder, degeneracy, 
and daemonic repetition (Bhabha The Location 66). 
According to Bhabha, the fixity in the discourse of colonialism, on one hand, 
essentializes the binary opposition between the colonizer and the colonized. Bhabha 
says, in colonial discourse, the knowledge of otherness "is characterized by its 
vacillation between what is always 'in place', 'already known', and [...] repeated.. .as 
if the essential duplicity of the Asiatic or the bestial sexual licence of the African that 
needs no proof, in a discourse, be proved" (Ibid. 66). On the other hand, the binary 
opposition between the Self and the Other is framed to be "discriminatory" and 
hierarchical (Ibid. 66). The Other who are judged according to the yardsticks of the 
Self is always regarded as inferior and uncivilized. Bhabha argues that cultural 
representation should go beyond "narratives of originary and initial subjectivities and 
to focus on those moments or processes that are produced in the articulation of cultural 
differences" (1). Bhabha suggests that cultural representations in the realm of the 
"post" are not static, singular and monolithic but fluid, multiple, and provisional. 
The problem of representation embedded in history becomes particularly 
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crucial for post-colonial writers (Ashcroft 356). The domination of the imperial 
historical representation implicates the obliteration of the voices and viewpoints of the 
colonized in historical narratives. This suppression leads to the problem of cultural 
identities of the colonized. History of a place demonstrates the social, political, 
economic, and cultural development of that particular place which eventually 
contributes to the formation of a people's cultural identity. The historical 
misrepresentations of the reality of the colonized, therefore, mean the 
misrepresentations of their cultural identities. These historical and cultural 
misrepresentations are strategies of the imperial powers for the imposition of colonial 
rule. Facing such a cultural oppression, the silenced colonized strive for ways to 
rearticulate their colonial encounters in order to construct their own versions of 
historical realities and cultural identities. Yet, in a situation where the imperial 
discourses seem so pervasive and ubiquitous, how and where can the silenced people 
recover their voices? Since the imperial historical representations gain legitimization 
through narratives, it is suggested that "to engage the medium of narrativity itself, to 
reinscribe the rhetoric, the heterogeneity of historical representation" is a means to 
speak (Ibid. 356). Therefore, the colonized can recover their voices through the 
constructions of their historical narratives from the viewpoints of the colonized. 
It is interesting to note that despite cultural differences among the 
postcolonial novelists, they share the same tendency to reconstruct their historical 
representations and their cultural identities as what Bhabha calls "cultural hybridity" 
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(The Location 2). In the postcolonial context, novelists believe that the postcolonial 
reality is an endless process of differentiation and re-adjustment between the past and 
the present, the imperial and the colonized, and the colonial culture and the local one. 
Bhabha's notion of "in-between" spaces, the interstice between the polarity of center 
and periphery best captures this notion of interrogation between the differences (1): 
What is theoretically innovative and politically crucial, is the 
need to think beyond narratives of originary and initial 
subjectivity and to focus on those moments or processes that 
are produced in the articulation of cultural differences. These 
'in-between' spaces provide the terrain for elaborating 
strategies of selfhood一singular or communal—that initiate 
new signs of identity, and innovative sites of collaboration, 
and contestation, in the act of defining the idea of society 
itself (1). 
Bhabha points out, in the in-between spaces, oppositional concepts like hierarchy and 
binarism no longer exist and persist. In the interstice, however, on-going processes of 
negotiation among cultural differences take place. These processes allow the overlap 
and displacement of cultural differences and eventually “new signs of identity" and 
"the idea of society" are defined. These new signs of identity and society are the result 
of the recognition of the past as part of the identity. As Bhabha explains: "[it is] a 
return to the present to redescribe our cultural contemporaneity; to reinscribe our 
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human historic commonality; to touch the future on its hither side” (his emphases, Has 
Location 7). Bhabha's theory of cultural hybridity reveals that history and identity 
alike are not an outcome of previous encounters but a negotiation between the 
differences. In this light, history and identity are not fixed and permanent but fluid and 
provisional. His theory also demonstrates that both history formation and identity 
formation are not once-and for-all but are engaged in constant changes. Bhabha also 
tells us that the construction of history and identity is not an either-or question but an 
issue about the clashes of cultural differences. And last but not least, Bhabha's theory 
suggests that history and identity are not in singularity but in plurality, i.e. histories and 
identities. 
Historical Novel Writing and Postcolonial Counter Discourse 
The emergence of historical novel writing inaugurates the counteracting on 
imperial historical discourse in the postcolonial context. In response to the imperial 
domination over the domain of representation, writers from former colonies seek ways 
to write back. Historical novel writing is the currency that empowers the postcolonial 
writers to accomplish their counter discursive practices. In form, historical novel 
writing is characterized by its dualistic narrative structure in which the historical mode 
of writing and the fictional mode of writing, despite contradiction, are incorporated. 
This incorporation of the historical and the fictional in historical novel writing blurs 
the presupposed boundary between fact and fiction in the discourse of History. In 
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function, historical novel writing is a fictional narrative serving as an alternative 
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model for the postcolonial writers to reconstruct their histories in which the historical 
representations are in opposition to the imperial historical representations and the 
cultural identities of the postcolonial subjects are constructed. 
Historical novel writing in this sense is a form of postcolonial discourse. The 
undertaking of historical novel writing is to perform the role of counter discourse to 
challenge the authority of imperial historical discourse. In "Post-colonial Literatures 
and Counter-discourse," Helen Tiffen points out that 
the project of post-colonial writing is to interrogate 
European discourses and discursive strategies from a 
privileged position within (and between) two worlds; to 
investigate the means by which Europe imposed and 
maintained its codes in the colonial domination of so 
much of the rest of the world (95). 
Specific to historical novel writing in the postcolonial context, the "European 
discourses and discursive strategies" that are targeted for interrogation refer to those 
historical narratives written by the colonizers. The alternative historical 
representations that narrate from the points of view of the colonized in historical novel 
writing offers a discursive site where the supremacy of imperial historical narrative as 
the only "truth" of human past reality is undermined. Furthermore the artificiality and 
constmctiveness embodied in imperial historical narratives are examined and exposed. 
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Generally speaking, historical novel writing is a common mode of writing 
through which many postcolonial novelists employ to attack the imperial historical 
narratives. However, with disparate cultural tradition and historical backgrounds, 
different novelists adopt distinct structural approaches to construct their historical 
novel writings. In this thesis, three different modes, namely the mode of magical 
realism, the mode of metafictional writing and the mode of fairy-tale realism, 
demonstrated in One Hundred Years of Solitude. Midnight's Children and Flying 
Carpet respectively, are going to be the foci of discussion. 
Magical realism as a literary genre in general refers to a mode of writing that 
is characterized by a composite of the realistic and the nonrealistic. The concept of 
magical realism has yielded a diversity of definition? In Magic Realism, a 
comprehensive study about the literary development of magical realism, Mellen 
attempts to capture the defining qualities of magical realism. She says that Magic 
realism refers to 
fiction that does not distinguish between realistic and 
nonrealistic events, fiction in which the supernatural, 
the mythical, or the implausible are assimilated to the 
cognitive structure of reality without a perceptive break 
in the narrator's or characters' consciousness (Mellen 
1). 
In Mellen's definition, the basic feature of magical realism is its undistinguishable 
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interweaving of the "realistic" with the "unrealistic." Moreover, as Mellen suggests, 
the constituent of the "magical' does not exclusively refer to elements of/ from magic 
but also includes incidents that are "supernatural, mythical, and implausible." 
Therefore in the magical realistic texts, other than magical elements, material derived 
from myths, fairy-tales, and legends are presented as "magical" elements to bring out 
the notion of the unrealistic or the non-factual. Therefore, in my study, the terms, "the 
magical", "the mythical," and "the supernatural" generally refer to the effects created 
by the use of magical realism. 
In Metafiction: the Theory and Practice of Self-conscious Fiction, making 
use of contemporary socio-cultural theory, Patricia Waugh demonstrates how 
metafictional texts suggest the ways in which humans' sense of reality is constructed 
and fabricated. In the book, she explains that in response to the traditional notion of an 
objectively existing world, contemporary novelists construct metafiction to examine 
the relationship between fiction and reality, as well as the very nature of that reality 
(Waugh 6). According to Waugh, metafiction is a form of 
fictional writing which self-consciously and 
systematically draws attention to its status as an artifact 
in order to pose questions about the relationship 
between fiction and reality (Waugh 2). 
In other words, matafictional novels, like novels of realism, create a fictional 
representation of the real world; however, simultaneously metafictional novels make a 
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statement about the creation of that fictional representation. In this way, metafictional 
novels achieve "to pose questions about the relationship between fiction and reality." 
The term, fairy-tale realism, first applied to characterize Xi Xi's 
experimental narrative techniques in her fictional writings, is derived from magical 
realism in Latin American literature. In both fairy-tale realistic texts and magical-
realistic texts, the narrative structure is similar: both of them are an incorporation of 
the realistic and the non-realistic. The use of this double narrative structure in both 
modes of writing further suggests their shared objectives—to destabilize the 
conventional boundary between fact and fiction. However, the underlying functions of 
the non-realistic differentiate magical realism from fairy-tale realism. In magical 
realism in Latin American literature, the major aim is to use imaginary beings or 
worlds to confront "objective reality" and to demonstrate the fact that the magical 
world is "the natural patrimony of Latin America" (Mellen 12). In contrast, in fairy-
tale realism, the presence of the marvels is not a representation of reality but only a 
strategy. The primary aim of fairy-tale realism is to use the imaginary beings or worlds 
to open up an alternative space to position the lived experiences in everyday life. 
According to Lutz Rohrich, a German critic, fairy tale is "a tale created from 
poetic fantasy, particularly from the realm of magic; and it is a wonder story not 
concerned with the conditions of real life" (1). In this definition, it is obvious that fairy 
tale is a story that completely detaches itself from the real world and events take place 
in it are pure imagination. In "Tonghua xiaoshu"童雷舌/J�說[Fairy-tale Novel], Xi Xi 
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uses her literary works to show another dimension of fairy tale. In Xi Xi's opinion, 
fairy tale is not simply an imaginary world; rather she considers fairy tale as a narrative 
style which provides a textual space for rewriting "reality." Based on Xi Xi's 
discussion in "Fairy-tale Novel", there are two approaches to deal with "reality" 
rewriting in fairy-tale realism. The first approach refers to the rewriting of the setting 
and events from lived experience appropriating elements from known fairy tales; 
examples are "Cinderella" in "Bolixie"玻璃鞋[Glass Slipper] (1980) and "Snow 
White" in "Pingguo"蘋果[An Apple] (1982). The second approach refers to the 
rewriting of the realistic elements in a completely new fairy-tale framework; examples 
are "Feitu Zhen de gushi"肥土鎮的故事[Tales ofFertillia] (1982) and Flying Carpet. 
This study is going to explore the second approach. 
The common goal of the postcolonial historical novel writing in the three 
different modes discussed is to challenge the discourse of History, which celebrates 
itself as a "scientific" and "factual" account of human past reality by making 
alternative historical representations and cultural identities. However, owing to 
different cultural traditions and historical backgrounds, the historical representations 
and cultural identities in postcolonial historical novel writing are heterogeneous. The 
history of a place is the lived experience that a people encounter and from which a 
people's cultural identity emerges. Therefore, the construction of a historical 
representation of one's own place is a (re)construction of one's own cultural identity. 
The alternative historical realities represented in historical novel writing demonstrates 
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a diversity in types which suggests a diversity in cultural identities. With differences in 
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cultures and colonial encounters, the cultural identities of the postcolonial novelists 
are constructed differently. The differences of the cultural identities that suggest the 
replacement of fixity and homogeneity by fluidity and heterogeneity are the comer-
stone of post-colonial writing. Specific the manifestations of this comer-stone will be 
discussed with the examples of Garcia Marquez, Rushdie, and Xi Xi. 
Chapter One, "Resistance to Solitude: Marquez's Vision of a New World in 
One Hundred Years of Solitude." is a discussion about the ways in which Garcia 
Marquez constructs the history of Latin America that resituate the magical as a vital 
component in the historical representation of his country. In response to the imperial 
suppression that makes the magical aspects of life as inferior to the realistic, Garcia 
Marquez employs magical realism as the framework of One Hundred Years of 
Solitude. By the constant but inexplicable shifts from the magical world to the realistic 
one, the conventional boundary between the magical and the realistic is broken down 
and hence the conventional concepts of History are undermined. Through magical 
realism, Garcia Marquez questions the authority of the imperial discourses and 
restores the position for the magical. On the other hand, using solitude as the theme of 
One Hundred Years of Solitude, Garcia Marquez discloses the alienation of cultural 
identity among the Latin Americans which is caused by the domination of the imperial 
historical narratives. Through this disclosure, Garcia Marquez awakes his fellowmen 
from the prolonged solitude under the suppression of the imperial hegemony. 
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Chapter Two, "Midnight's Children and Hybridity," is a discussion about 
the ways in which Rushdie constructs a history of India that represents the multiplicity 
of Indian historical reality and cultural identity. The personal history of the male 
protagonist, Saleem Sinai and its inseparable relation to the history of a nation is the 
major metafictional device through which Rushdie challenges the conventions of 
History. Placing the narrative in a form of autobiographical mode of writing, and 
making his protagonist, Saleem Sinai, as a being with the magical power, Rushdie uses 
Midnight's Children to negotiate with the discourse of History. Moreover, Saleem is a 
postcolonial metaphor through which Rushdie represents the multiplicity of Indian 
history as opposed to the notion of "unity" constructed in the imperial historical 
narratives. Through the metafictional commentary which subverts the concepts of 
History and the postcolonial metaphor that makes Saleem's history an allegory to the 
national history, Rushdie bestows Midnight，s Children a postcolonial mission to 
counteract the imperial discursive domination. 
Chapter Three, "Non-resistance to the National Historical Narratives: Xi 
Xi's Flying Carpet." is a discussion about the approaches by which Xi Xi constructs a 
non-resistant historical novel writing to demonstrate the multiplicity and all-
inclusiveness in her historical representations of Hong Kong and of the cultural 
identity of Hong Kong people. The British and Chinese national narratives tend to 
confine Hong Kong and the cultural identity of Hong Kong people to oppositional 
terms of "Chineseness" and "Westemness." As a migrant city, however, Xi Xi 
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conceives the culture of Hong Kong and her people's cultural identity as multiple and 
assimilatory. Using fairy-tale realism as the frame of the narrative structure in Flying 
Carpet. Xi Xi is able to construct an alternative textual space where she can reorganize 
the lived experiences of Hong Kong commoners anew. By the literary strategies such 
as de-familiarization and episodic structure, Xi Xi succeeds in replacing the 
domination of the singular national perspectives in representation by a representation 
from the multiple perspectives of the commoners. At the same time, the multiplicity in 
narrative perspectives reflects Xi Xi's perception on the Hongkongness in the cultural 
identity of Hong Kong people. Through different aspects of lived experiences such as 
composition of population, languages, and religions, Xi Xi vividly demonstrates the 
all-inclusiveness of Hongkongness. 
"Are there any relations between history and fiction?" The first half of this 
introductory chapter has given an overview about the contemporary debate over the 
nature of history and narrative and their relation to fictional writing. "Is history a body 
of knowledge that engenders power?" The section that discusses historical novel 
writing in the postcolonial context has already offered a perspective to see history and 
fiction in the context wherein power relations between the colonizers and the 
colonized are situated. So "what can people leam once they realize the artificiality and 
the discursive nature of history?" The possible answers will be given in the chapters 
following this introductory chapter. The journey of this quest begins with our 
discussion on One Hundred Years of Solitude by Garcia Marquez. 
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Chapter One: Resistance to Solitude: Garcia Marquez's Vision of a New 
World in One Hundred Years of Solitude 
Imperial Historical Narratives and Latin America 
In No One Writes to the Colonel. Garcia Marquez mentions the stereotyped 
images of the Latin Americans. He writes, "For Europeans, South America is a man 
with moustache, a guitar, and a revolver" (45). This description seems simple but in 
fact, it implies the hierarchical relationship between Europe and Latin America. For 
many centuries, Latin America and her people have been the subjects of colonization. 
In 1492，Christopher Columbus, following a westward sea passage, landed on "a 
small island on the Bahamas, which Columbus chose to call San Salvador, in honour 
of his Holy Saviour" (8). The discovery of Columbus opened up a site for the 
European powers to set up their business of conquest in the name of Enlightenment. 
In the sixteenth century, Spain and Portugal conquered and ruled over Latin America. 
They regarded themselves, the Europeans, as superior to the native Latin Americans 
who were defined as uncivilized, barbaric and primitive in all aspects of life. The 
departure of European colonization in the nineteenth century was not an end to the 
European domination over Latin America. After independence, the Creole (colonial) 
elites adopted liberalism, an ideology based on European rationalism, to govern the 
republics of Latin America. After the Second World War, the US imperialism in 
Latin America superseded the European. The form of conquest was changed from a 
territorial domination into an ideological domination in terms of economic and 
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political diplomacy. Claiming to protect Latin America against the bad influence 
from Communism and to help Latin America on the way to "progress," the US 
interfered in the internal affairs of the Latin American republics. 
The continuation of colonization in Latin America is facilitated by the use 
of imperial historical narratives in which discourses of civilization, progress and 
scientific positivism are emphasized. In A History of Latin America, the descriptions 
of the Latin Americans from the perspective of George Pendle, a British historian, 
demonstrate such imperial discourse: 
Thus two of the main Latin American characteristics 
are: first the optimistic, confident El Dorado urge— 
people tear the jungle apart, searching for wealth~and 
second, a reluctance to concede that man should 
dedicate himself to the labor of organizing material 
progress; and, among the Indians, an inability even to 
comprehend such a goal (15). 
His descriptions bear the mark of cultural discrimination. On one hand, the imperial 
powers justify their economic expansion from a Eurocentric perspective. Regardless 
of the viewpoint, the interest, and the culture of the locals, the imperial powers assert 
that Latin Americans are "optimistic" towards the European economic 
"development" which is achieved through the upsetting of the indigenous landscape. 
On the other hand, the imperial powers stigmatize the indigenous Latin Americans as 
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intellectual inferiors. They assert that the Latin Americans are too "reluctant" to 
accept the imperial-imposed value一"material progress" and are unable to 
comprehend the imperial goal. The condemnation that the indigenous Latin 
Americans are intellectually backward shows the suppressive nature of European 
hegemony in constructing the colonized as subaltern, the second class people. 
Pendle's historical narrative, moreover, reflects the general trend of the 
sixteenth century's historical narratives of Latin America, of which emphasis is 
placed on the discourse of "material progress." In a European framework, Pendle's 
historical narrative, like other imperial historical narratives, rationalizes the notion of 
"material progress" as European contribution in instead of European invasion so as 
to justify the colonial rule. However, as Edwin Williamson mentions, the true and 
primal aims behind the exploration of the New World are aggressive and exploitative. 
"The two major determinants of settlement were the conquistadors' desire for 
precious metals and their need for a supply of labour; both were necessary for the 
fulfillment of the overriding ambition of sixteenth century Europeans adventurers— 
to achieve noble status by acquiring wealth, land and lordship over men" 
(Williamson 77). 
Even after the independence of Latin America, the European imperial 
discourses are still the invisible hands manipulating the livelihood of Latin America. 
Independence brings the emancipation of Latin America from colonial rule; however, 
it causes the division of political values between the Conservatives and the Liberals. 
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The Conservatives believe in the patriarchal order established by Catholic monarchy 
while the Liberals adopt liberalism, an ideology based on the ideas of European 
Enlightenment introduced to Latin America in the eighteenth century. Eventually, 
liberalism, an idea promoting individualism, democracy, and scientific study, defeats 
the principle of monarchy and becomes the ruling principle of many republics. On 
the surface, liberalism, as its substances suggest, promises "equality" and "liberty" 
over "hierarchy" and "domination". In reality, however, liberalism functions as the 
"rationale for white oligarchy [to exercise political reform] - in Latin America" 
(Williamson 512). "It was precisely their [Liberals'] overriding concern to modernize 
traditional society that led many Liberals to embrace a republican form of 
enlightened despotism, which often resulted in full-blooded dictatorships where 
democratic freedom was suspended for the sake of progress" (Ibid. 236). 
The idea of progress and modernity embodied in liberalism is derived from 
another European ideology—scientific positivism. Many imperial historical 
narratives "record" that a great leap in material progress is achieved in Latin America 
from 1870s—"the expansion of railway, the building of great steel bridges, the 
steamships that linked previously isolated regions, [...]，the coming of gas-lighting to 
the cities" (Williamson 282-283). The modernization and progress in Latin America 
at that time create a strong air of optimism towards the benefits of science. Scientific 
positivism, together with liberalism, after all, is a product of discursive formation for 
the Liberals to justify strong government or dictatorship, and at the same time, to 
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suppress the traditional cultural forms of Latin America. As Williamson states, 
positivism in Latin America disregards religion, superstitions and other "primitive" 
cultural manifestations at the expense of "order and progress", the watchword of 
positivistic liberals (283). The significance of scientific positivism represented in 
imperial historical narratives provides a rationale for the liberal elites to gain the 
right to be a genuine ruling class of Latin America. 
Towards twentieth century, the US stepped on the political stage of Latin 
America, taking over the imperial role in the historical narratives about Latin 
America. Like her European counterparts, the US conquest of Latin America is 
historicized as a righteous behavior. For example, throughout the nineteenth and 
twentieth centuries, the US policy based on the notion of "collective security and 
cooperation between American countries against external threats" was influential 
(Williamson 323). This notion was eventually institutionalized in "The Organization 
of American States" founded in 1948 (Ibid. 323). In 1904，the so-called Roosevelt's 
big stick diplomacy was issued. It advocated the right of the US as "an international 
police power" whenever social unrest, or an impotence to control the society which 
results in a general loosening of the ties of "civilized" society required intervention 
by some "civilized" nation (Ibid. 324). In fact, this righteous intervention is self-
righteous, by which the US intervenes in the internal affair of Latin America. In 
economics, the US also plays her role as a righteous investor. Regarding the Latin 
America as a "poor" country of "backward" economic development, the US 
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"generously" brought her capital abroad, invested on Latin America, with a claim to 
"strengthen" Latin American economy. All these acts of "good-will" of the US are 
pretence. Evidently the US economic "contribution" is a means to take over the raw 
material, the human resource and capital of Latin America. 
The imperial historical narratives create "the myths of Latin American 
history". (Mis)representations of Latin American historical reality are constructed in 
the interest of the imperial power at the expense of the colonized. This form of 
domination effected through imperial historical narratives alarms many Latin 
American writers, like Gabriel Garcia Marquez, for they realize that the Latin 
American voices are absent in these narratives. In the Nobel lecture of 1982，Garcia 
Marquez, on behalf of his fellow Latin Americans, expressed his grievance towards 
the cultural colonization in Latin America. In the lecture, Garcia Marquez reacts 
against the Euro-American rationalism in the imperial interpretations of Latin 
American historical reality. 
It is understandable that the rational talents on this side 
of the world, exalted in the contemplation of their 
cultures, should have found themselves without valid 
means to interpret us. It is only natural that they insist 
on measuring us with the yardstick that they use for 
themselves, forgetting that the ravages of life are not 
the same for all, and that the quest of our own identity 
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is just as arduous and bloody for us as it was for them. 
The interpretation of our reality through patterns not 
our own, serves only to make us ever more unknown, 
ever less free, ever more solitary (3). 
Garcia Marquez's speech reflects his understanding of the cultural differences 
between Latin America and the imperial regimes. "The rational talents" refer to 
forms of cultural practices that belong to the Europeans/ Americans. Unfortunately, 
the imperial powers disregard the cultural differences and misinterpret Latin 
American historical reality through the patterns of rationalism. It is these 
misinterpretation and misrepresentation of Latin American historical reality that 
cause the "arduous and bloody quest of identity" among the people and the writers of 
Latin America. 
Apart from the critique of misrepresentation, Garcia Marquez condemns 
the imperial discourse of rationalism as hegemonic. He once pointed out that the 
imperial powers tended to project their "Western aspiration"一the "civilized" and 
"progressive" forms of social changes—as the aspiration of the Latin Americans 
(Nobel lecture 3). This Western aspiration, according to Garcia Marquez, is not a 
form of civilization and progress but a form of suppression. To him, the Western 
aspiration is "the immeasurable violence and pain of [their] history [which] are the 
result of age-old inequities and untold bitterness" (Nobel lecture 4). Garcia 
Marquez's comment reveals the fact that Latin Americans have been silenced for 
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many centuries under the domination of the imperial historical narratives. If the 
imperial discourse of rationalism is the mode of representation Garcia Marquez 
rejects, what will be the mode of representation Garcia Marquez regards as the one 
that belongs to Latin America and her people? 
In his interview with Plinio Apuleyo Mendoza, Garcia Marquez comments 
on the failure of the Europeans to see the reality behind the magic presented in his 
novels. 
This is surely because their rationalism prevents them 
from seeing that reality isn't limited to the price of 
tomatoes and eggs. Everyday life in Latin America 
proves that reality is full of the most extraordinary 
things. [...] I know very ordinary people who've read 
One Hundred Years of Solitude carefully and with a lot 
of pleasure, but with no surprise at all because, when 
all is said and done, I'm telling them nothing that 
hasn't happened in their own lives (35-36). 
On one hand, Garcia Marquez, as on other occasions, expresses here his grievance of 
European rationalism. Yet, there is another important point that Garcia Marquez 
intends to emphasize; that is the extraordinariness in the everyday life of Latin 
America. Extraordinariness, in this context, refers to any daily incidents that are 
fantastic, impossible and supernatural. In the imperial discourse of rationalism, this 
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extraordinariness is derogatorily defined as "unscientific" and "irrational" and is 
eventually ignored. 
In response to the imperial historical narratives and their 
misrepresentations that suppress the voices of the Latin Americans, Garcia Marquez 
feels the need to be the spokesman for his fellow Latin Americans. This role of 
Garcia Marquez the 'Spokesman' is fulfilled through the reconstruction of a Latin 
American representation from the perspective of the locals. The conclusion of the 
Nobel lecture tells this vision of Garcia Marquez: 
Faced with this awesome reality that must have seemed 
a mere Utopia through all of human time, we, the 
inventors of tales, who will believe anything, feel 
entitled to believe that it is not yet too late to engage in 
the creation of the opposite Utopia (Nobel lecture 4). 
One Hundred Years of Solitude is one of the novels through which Garcia Marquez 
creates "an opposite Utopia". 
The "opposite Utopia" in One Hundred Years of SolitiiHfi is a postcolonial 
historical novel writing by which Garcia Marquez executes his counter-discursive 
project. The narrative structure of magical realism suggests the dialectical struggle 
between the two contradictory narrative modes, the magical and the realistic. This 
contradiction further suggests the contention between the discourse of the magical 
and the discourse of the realistic in the construction of historical representation. 
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Using magical realism to construct his historical representation of Latin America, 
Garcia Marquez deliberately breaks down the conventional distinction between the 
two discourses so as to subvert the imperial historical discourse. Moreover, the 
emphasis on the magical in the "opposite Utopia" is a strategy to rearticulate the vital 
role of the magical aspects of life in the representation of Latin America. Using the 
imagery of solitude, together with the notion of destiny and repetition, Garcia 
Marquez reveals the identity crisis that has sustained since the beginning of 
colonization. Ruled under the discourses of rationalism and liberalism, the Latin 
Americans are gradually paralyzed by the imperial historical narratives and as a 
result withdraw into a stage of permanent solitude. Through One Hundred Years of 
Solitude. Garcia Marquez recovers the voice of the Latin Americans as a way to 
break the silence. 
Magical Realism and Historical Representation of Latin America 
One Hundred Years of Solitude is prominent in its use of magical realism. 
Roberto Gonzalez Echevarria's “One Hundred Years of Solitude: the Novel as Myth 
and Archive", for instance, praises that "the enormous and deserved success of 
Gabriel Garcia Marquez's masterpiece Cien Anos de soledad [One Hundred Years of 
Solitude] is due to the unrelenting way in which these forms of storytelling (myth 
and history) are interwoven in the novel" (81). Robin Fiddian in Garcia Marquez 
indicates that the mode of writing in One Hundred Years of Solitude "mirrors" the 
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political context implied in the novel (16). Gerald Martin's "On 'Magical' and Social 
Realism in Garcia Marquez" states that the reconciliation of myth and history in a 
novel so as to restore the mythical and supernatural elements as the component of the 
historical representation of Latin America is a mode of expression to "demystify" the 
Latin American history (104). These scholarly comments highlight the fact that 
magical realism in One Hundred Years of Solitude is manifested through the 
construction of two contradictory modes of writing, the magical and the realistic. 
This double mode of writing is a discursive strategy to subvert the conventional 
distinction between the unrealistic/ fictional and the realistic/ factual in the imperial 
historical discourse. As Slemon Stephen points out, "Read as post-colonial discourse 
[ ."] ,magic realism can be seen to provide a positive and liberating response to the 
codes of imperial history and its legacy of fragmentation and discontinuity" (422). 
The use of magical realism in One Hundred Years of Solitude achieves its counter-
discursive function by creating the suspension between these two modes of writing. 
Suspension in this context refers to an incomplete transference between the 
magical mode of writing and the realistic one. This incompleteness suggests a gap 
that makes the readers find the transference incomprehensible. In Metafiction. this 
notion of incomplete transference is discussed in relation to the concept of frame: 
Some contemporary novels are constructed with 
extreme shifts of context or frame, but without any 
explanatory metalingual commentary to facilitate the 
45 
transition from one to the other. The reader is thus 
neither offered a rational explanation for the shift nor 
provided with any means of relating one context to 
another (37). 
Waugh's notion of “extreme shifts of frame" that cannot be explained rationally in a 
text captures the operation of the suspension in One Hundred Years of Solitude. In 
the novel, the magical elements are always inscribed into the realistic frame in an 
unexpected manner. Within the realistically portrayed setting, for instance, is the 
inscription of the “the biblical overtones" (Alvarez Borland, 91). The beginning of 
the novel alludes to Genesis (Fiddian 15). In the description of the early settlement of 
Macondo, the idea of Creation is allegorized: "At that time Macondo was a village of 
twenty adobe houses, built on the bank of a river of clear water that ran along a bed 
of polished stones, [...]，a world so recent that many of the things lacked names and 
could only be invoked by pointing one's finger at them" (1). The four-year-eleven-
month-two-day rain is an allusion to the Flooding of Genesis. The eternal rain in the 
novel washes away every trace of banana company's exploitation, which mimics the 
Flooding God commands to punish the sinful human beings. The end of the novel 
echoes the Revelation, despite the absence of eternal life in the literary version. A 
sense of Apocalypse is created at the end: "[...] that everything written on them was 
unrepeatable since time immemorial and forever more, because races condemned to 
one hundred years of solitude did not have a second opportunity on earth" (422). 
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Like the world presented in Revelation, the world in One Hundred Years of Solitude 
is "condemned" to perish when the pre-ordained time comes. 
The sudden shifts from the realistic to the magical can also be realized in 
characterization, events and setting. The realistically portrayed characters suddenly 
behave magically. Melquiades, the gypsy, is still able to survive despite the attack of 
multiple diseases during his navigation over the world. Moreover, he magically turns 
to be "unwrinkled' and gains back "a new and flashing set of teeth," although he has 
been witnessed to be a person with "destroyed gums, flaccid cheeks and withered 
lips" (8). Reported dead, Melquiades returns for another lifetime and composes the 
parchments. 
Apart from Melquiades, the behaviours of the Buendias defy explanation. 
Ursula and Jose Arcadio Buendia are able to see and talk to the ghost of Prudencio 
Aguilar. Jose Arcadio also sees the ghost of the pirate ship of Victor Hugues in his 
journey to the Caribbean. Ursula inexplicably disappears from her family for five 
months, and unexpectedly comes back to Macondo "with new clothes in a style that 
was unknown in the village" and with her discovery of the route to the other side of 
swamp (36). Aureliano has the magical ability to make prophetic remarks at the age 
of three (15). Rebeca eats the damp earth of the courtyard and the cake of whitewash 
of the walls instead of taking normal meal. The personal scent of Remedios the 
Beauty possesses the mysterious power to torture men beyond death. A man who 
admires Remedies' beauty dies with "the suffocating odor of Remedios the Beauty 
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on his skin. It was so deep in his body that the cracks in his skull did not give off 
blood but an amber-coloured oil that was impregnated with that secret perfume" 
(239). Remedios the Beauty also dies mysteriously. She "ascend[s] to heaven in body 
and soul" (256). 
Intertwining between the improbable events and the realistic descriptions 
are the magical aspects of the novel. At the beginning of the novel, the gypsies 
appear with the marvels. 
They were new gypsies, [...], whose dances and music 
sowed a panic of uproarious joy through the streets, 
with parrots painted all colours reciting Italian arias, 
and a hen who laid a hundred golden eggs to the sound 
of a tambourine, and a trained monkey who read minds, 
and the multiple-use machine that could be used at the 
same time to sew on buttons and reduce fevers, and the 
apparatus to make a person forget his bad memories, 
and a poultice to lose time (16). 
A "plague of insomnia," which is brought by the Guajiro Indians and spreads over 
the Macondo, is another inexplicable event (38). The disease causes the impossibility 
of sleep and the loss of memory. The Indian woman explains the profound impact of 
the plague: 
When the sick person became used to his state of vigil, 
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the recollection of his childhood began to be erased 
from his memory, then the name and notion of things, 
and finally the identity of people and even the 
awareness of his own being, until he sank into a kind 
of idiocy that had no past (45). 
In the novel, the marvelous experience can be manifested even in the flow of blood. 
Jose Arcadio is shot to death and the novel vividly describes the movement of his 
blood: 
A trickle of blood came out under the door，crossed the 
living room, went out into the street, continued on in a 
straight line across the uneven terraces, went down 
steps and climbed over curbs, passed along the Street 
of the Turks, [...] made a right angle at the Buendia 
house, went in under the closed door, [...], made a 
wide curve to avoid the dining-room table, [...] and 
went through the pantry and came out in the kitchen, 
where Ursula was getting ready to crack thirty-six eggs 
to make bread (135). 
The blood is described to have the ability to identify routes. Unlike the linear flow of 
any liquid, the blood can go up and down, turn right and left, and seep underneath the 
objects. Also, the blood, like a traveler, has its destination. When the blood leaves 
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Jose Arcadio's bedroom, it has already decided to find Ursula. Garcia Marquez gives 
the blood the human traits. 
The setting is also a manifestation of extreme shifts from the realistic to the 
magical. While describing the everyday life in Macondo, the novel moves 
unexpectedly to a magical swamp, which is "in the west mingled with a boundless 
extension that had the head and torso of a woman, causing the ruination of sailors 
with the charm of their extraordinary breasts" (11). When Jose Arcadio Buendia dies, 
a mysterious "light rain of yellow flowers falls all through the night" (144). "They 
fell on the town all through the night in a silent storm, and they covered the roofs and 
blocked the doors and smothered the animals who slept outdoors." The end of the 
novel is magical. Macondo and her people suddenly vanish in the "wrath of the 
biblical hurricane" (422). 
The sudden shifts of frames are another noteworthy feature in One 
Hundred Years of Solitude. Within the frame of the magical are the recognizable 
historical references of Colombia. In characterization, Colonel Aureliaon Buendia 
identifies with the mythical figure. The civil war between the Liberals and the 
Conservatives in One Hundred Years of Solitude metaphorically refers to the civil 
war，the War of a Thousand Days 1899-1902, in Colombia. In the fictional civil war, 
Colonel Aureliaon Buendia is the central hero, whose story is a rewriting of the 
fabled history of Rafael Uribe Uribe, a general on the Liberal side in the Colombian 
civil war (Minta 15-19, William 83). There are several parallel experiences in both 
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heroes' lives. For example, to prepare the Liberals for war, Uribe Uribe traveled to 
Central America in an attempt to enlist supporters. This historical event is reflected 
in the episode in which Colonel Aureliano Buendia has an idea to "wipe out the 
conservative regimes from Alaska to Patagonia by the unification of the federalist 
forces of Central America in order" (149). Another remarkable example is the record 
of the Treaty of Neerlandia. In Colombian history, Uribe Uribe is capitulated and he 
signed the Treaty of Neerlandia on 24 October 1902. In Macondo's history, this 
event is rewritten (181-182). In the novel, the incidents such as the civic war, the 
banana company and the massacre of the striking workers correspond to the history 
of Colombia and Latin America. In the post-independence Colombia, the two parties, 
the Liberals and the Conservatives, dominate the politics and they are always in the 
competition of state power. The two parties have different political principles. The 
Liberals are interested in free trade, a federal system of government, freedom of 
religion, civil marriage, and secular education. The Conservatives, on the other hand, 
support the preservation of the traditional order, protectionist trade policies, a 
centralized system of government, and a close relationship between church and state 
(Minta 12，Foster 83). The polarization between the two parties' principles is truly 
reflected through the criticism made by Don Apolinar Moscote, a supporter of the 
Conservative party, in One Hundred Year of Solitude: 
The Liberal were Freemansons, bad people, wanting to 
hang priests, to institute civil marriage and divorce, to 
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recognize the rights of illegitimate children as equal to 
those of legitimate ones, and to cut the country up into 
a federal system that would take power away from the 
supreme authority. The Conservatives, on the other 
hand, who had received their power directly from God, 
proposed the establishment of public order and family 
morality. They were the defenders of the faith of Christ, 
of the principle of authority, and were not prepared to 
permit the country to be broken down into autonomous 
entities (98). 
Another clue that leads to the association between the fictional war and the 
national war is the corruption in election. When telling the struggle between the 
Liberals and the Conservatives in Colombian politics, Fiddian mentions the elections 
of March 1962: 
In the election of March 1962, it recorded 5683 votes 
for the Conservative party and 11 votes for the Liberals, 
and he comments that such voting patterns are by no 
means uncommon. Traditionally there has been very 
little middle ground in Colombian politics, very few 
voters occupying a neutral position, waiting to be 
persuaded by the force of one side's policies or 
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candidates (9). 
This historical record is reflected in the scene of exchanging the ballot (99). Don 
Apolinar Moscote, after the election, orders the sergeant to break the seal of the 
ballot boxes, take away the red balls for the Liberals and make up the difference with 
the blue ones which are for the Conservatives. 
The second incident that has close relation to Colombian history is the 
establishment of a United State Banana Company in Macondo. Historically, the 
dominant influence in the development of the banana industry in Colombia was the 
United Fruit Company (Minta 165). In order to transport the product to American 
ports, the United Fruit Company constructed a railway to the port city of Santa Marta 
(Foster 84). In One Hundred Years of Solitude, the introduction of railroad to 
Macondo is mentioned but its appearance is a disaster to the locals of Macondo. 
When the train first arrives at Macondo, the locals are very excited: "all the 
inhabitants ran out into the street and saw Aureliano Triste waving from the 
locomotive, and in a trance they saw the flower-bedecked train which was arriving 
for the first time eight months late" (228). However, the locals gradually realize the 
train is a corruption to Macondo because its presence enables the invasion of 
illusionary inventions: "the cinema was a machine of illusion" (230); "the 
phonograph is not an enchanted mill as everyone had thought and as the matrons had 
said, but a mechanical trick that could not be compared with something so moving, 
so human, and so full of everyday truth as a band of musicians" (230). The narrator 
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finally reports the consequence that the inventions from the alien keep the inhabitants 
of Macondo "in a permanent alteration between excitement and disappointment, 
doubt and revelation, to such an extreme that no one know for certain where the 
limits of reality lay. It was an intricate stew of truths and mirages [...]，，(230-231). 
The introduction of railways causes another social disturbance to Macondo. 
The official inauguration of the Wednesday train allows the constant arrival of 
foreigners who change the topography of Macondo: 
The suspicious inhabitants of Macondo barely began to 
wonder what the devil was going on when the town 
had already become transformed into an encampment 
of wooden houses with zinc roofs inhabited by 
foreigners [...] The gringos, who later on brought their 
languid wives in muslin dresses and large veiled hats, 
built a separate town across the railroad tracks with 
streets lined with palm trees, houses with screened 
windows, small whole tables on the terraces [...] they 
had already caused a colossal disturbance, much more 
than that of the old gypsies, but less transitory and 
understandable" (233). 
The colossal disturbance includes the disturbance of natural environment as reflected 
in the changing pattern of the rains, accelerating the cycle of harvests, and moving 
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the river from its original location. It includes the disturbance of moral life. For 
example, the foreigners bring in whores, nightlife and gambling which upset the 
social stability and moral standard of Macondo. The change of Macondo caused by 
the foreigners is so immense that "the old inhabitants had a hard time recognizing 
their own town" (234). 
The strike launched by Jose Arcadio Segundo and the massacre following 
the strike are the real events in Colombian history. First of all, the strike in the novel 
historically corresponds to the strike of 1928 in Colombian history. In 1928, the 
workers of the United Fruit Company launched a strike and their objectives were the 
improvement of working condition. The striking workers set a list of demands which 
included "the social security guaranteed by Colombian law, compliance with laws 
protecting workers in accidents, fulfillment of laws concerning housing, the right to 
commerce instead of company stores, and the building of hospitals" (84). In One 
Hundred Years of Solitude. Garcia Marquez appropriates the historical reference. 
Jose Arcadio Segundo abandons his post as the foreman of the banana company and 
joins the strike to fight against the poor working condition suffered by the workers. 
The workers' complaints are about "the lack of sanitary facilities in their living 
quarters, the nonexistence of medical services, terrible working conditions and the 
payment of scrip instead of real money" (305). As the comparison shows, the 
fictional strike is based on the historical event in Colombian history. 
Secondly, the massacre which is the outcome of the strike in 1928 also 
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appears in the novel. Historically the strike started in November and the 
confrontation between the workers and the Company became more and more intense 
as time went. In December, the Colombian government appointed General Carlos 
Cortes Vargas to deal with the strike. Cortes Vargas declared a state of siege in the 
banana zone which stated that no meeting with more than three people was allowed. 
However, a crowd of striking workers began to gather in the square by the railway 
station in Cienage after the declaration of the decree. Cortes Vargas and his army 
ordered the striking workers to disperse but the workers refused. Finally, Cortes 
Vargas ordered the army to kill them all. A similar event happens in the novel: Jose 
Arcadio Segundo and other striking workers gather at the railway station. After 
reading Decree No. 4 signed by General Carlos Cortes Vargas and his secretary and 
the workers' rejection to retreat, the lieutenant authorizes the military to massacre the 
striking workers. The ending of the massacre scene carries strong political 
implication. The massacre ends after several hours. Jose Arcadio Segundo 
miraculously survives. However, when Jose Arcadio Segundo talks about the three-
thousand dead with a woman, the woman surprisingly replies, "There haven't been 
any dead here" (314). The woman's denial in the novel is a satirical reflection of the 
absolute silence about the massacre in the national history of Colombia. 
The constant shifts between the magical mode of writing and the realistic 
one has its counter-discursive implications in a postcolonial context. First of all, the 
suspension is counter-discursive in the sense that it poses questions on the 
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conventions of imperial historical narratives. In many historical narratives written by 
the Europeans, Latin America is always interpreted and judged according to 
European rationalism. Gonzalez Echevarria's explication reflects this notion: 
In the nineteenth century Latin America is narrated 
through the mediation of a new totality: science, and 
more specifically the scientific consciousness that 
expresses itself in the language of travelers who 
journeyed across the Continent, writing about its nature 
and about themselves. This was the second European 
discovery of America, and the scientists were the 
chronicles of this second discovery (82). 
Gonzalez Echevarria's idea indicates the exclusiveness of European rationalism in 
traditional historical narrative. The so-called "science" and "the scientific 
consciousness" about the discovery of Latin America are Eurocentric, which 
suppresses the legitimacy of the magical aspects of life in Latin American history. 
The significance of the magical to the Latin Americans and Latin American 
historical narratives becomes understandable when we read the opening of Garcia 
Marquez's Nobel lecture: 
Antonio Pigafetta, [...]，wrote, upon his passage 
through our southern lands of America, a strictly 
accurate account that nonetheless resembles a venture 
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into fantasy. In it he recorded that he had seen hogs 
with navels on their haunches, clawless birds whose 
hens laid eggs on the backs of their mates, and others 
still, resembling tongueless pelicans with beaks like 
spoons (1). 
Antonio Pigafetta's encounter is used because it demonstrates a reality that Latin 
America itself is a world full of the magical. Therefore, Garcia Marquez tries to point 
out that the rational mode of thinking is too narrow to interpret and represent the 
Latin American reality. In this context, suspension implies equality, equality between 
the magical and the realistic in a single entity. The incomplete transference between 
the magical and the realistic suggests the dialectic struggle between two worlds in 
which neither of them supersedes the other. As Stephen Slemon indicates in "Magic 
Realism as Postcolonial Discourse", the role of two separate narrative modes in 
magical realistic fiction is to present the absence of "hierarchy" (410). Suspension 
also implies ambivalence, ambivalence between the magical and the realistic. The 
shifts between the magical and the realistic take place without clear rational 
explanations. The use of suspension, therefore, has the discursive function to subvert 
the imperial notion of history. 
Second, the suspension is counter-discursive as it explores an alternative 
space for the construction of a historical representation from a non-imperial 
perspective. To many contemporary scholars, like Garcia Marquez, historical 
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narrative is a human construct by which the constructor shapes the reality and the 
mind of the people who read it. In the context of Latin America, it is the imperial 
powers who take over the role of historical constructors and use the discourse of 
History to construct the historical representation of Latin America. The domination 
over the practice of historical writing reinforces the power of colonization and 
suppresses the magical aspects of life that are part of the constituents of Latin 
American reality. By disclosing the reality suppressed by the foreign conquests, 
Garcia Marquez reveals the hegemony of the imperial historical discourses. In 
addition, the reinscription of the magical into the postcolonial historical novel 
writing aims at creating a historical representation of the local Latin Americans that 
is deviated from the imperial ones. The counter-discursive function of One Hundred 
Years of Solitude is also performed in the notion of solitude, a central imagery of the 
experience of the voiceless Latin Americans. 
Solitude, Family History and the Problem of Identity 
The theme of One Hundred Years of Solitude, as the title suggests, is 
solitude. In the genealogy of the Buendias, it is found that no one in the family, 
except Ursula Iguran and Pilar Temera, can escape the plague of solitude. Jose 
Arcadio Buendia retreats to his laboratory and at last he is tied to a chestnut tree， 
unable to recognize and speak to other people. Colonel Aureliano Buendia, after a 
lengthy life in wars, loses his contact with his surroundings and immerses himself 
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into his business of gold fishes. Literally, solitude in the novel is a physical 
withdrawal from the outside world. Moreover, it is a stage of psychological isolation 
resulting from the characters' disillusionment with the external world. Yet, the 
meaning of solitude has another interpretation. The imagery of solitude in the novel 
is a metaphor Garcia Marquez employs to represent the alienation of the cultural 
identity experienced by the Latin Americans under the imperial historical discourses. 
The force of destiny created in the novel underlines the sweeping impact of imperial 
historical discourses on the Latin American sense of cultural identity. 
In One Hundred Years of Solitude, the characters are undergoing a process 
of spiritual decadence from hope, disillusionment to solitude. For example, 
encountering the inventions brought by the gypsies, Jose Arcadio Buendia 
determines to make use of these foreign inventions in the hope of improving the 
community of Macondo. He decides to invent a magnet that can "extract gold from 
the bowels of the earth" (2). He also conceives of using the gigantic magnifying glass 
as a weapon of war (3). Moreover, he uses the instruments of navigation from the 
gypsies in an attempt to link the enclosed Macondo with the rest of the world. 
However, Jose Arcadio Buendia's effort is futile. No gold can be extracted. The 
government disregards his proposal of the magnifying glass. He fails to access the 
outside world despite a long expedition. Eventually hopes are deferred and even 
destroyed. Jose Arcadio Buendia is frustrated and he withdraws himself to solitude. 
Colonel Aureliano Buendia, at the beginning, is a fervent believer of the 
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political ideas of the Liberal party. In the civil wars of Macondo, he sacrificially 
fights against the regime of the Conservatives for the Liberals. Outside Macondo, in 
Caribbean, in the Central America and in Cuba, the Colonel organizes revolutions 
against the Conservatives. In his lifetime, the Colonel has in total launched thirty-two 
armed uprisings. However, the ceaseless war between the Conservatives and the 
Liberals makes the Colonel realize the emptiness of his political ideal. He fights 
against the corruption of the Conservative regime but in reality, the Liberal Party is 
just as corrupt and oppressive as the Conservative Party. This realization causes the 
Colonel's disillusionment in politics: 
The same night that his authority was recognized by all 
the rebel commands, he woke up in a fright, calling for 
a blanket. An inner coldness which shattered his bones 
and tortured him even in the heat of the sun would not 
let him sleep for several months, until it became a habit. 
The intoxication of power began to break apart under 
waves of discomfort (170). 
Distraught by "the intoxication of power", Colonel Aureliano Buendia retreats to his 
solitude with a pathetic sense of powerlessness. 
The process from hope to solitude in the experience of Jose Arcadio and 
Colonel Aureliano Buendia is a metaphorical representation of the solitude of Latin 
Americans under the subjection of imperial discourses. Jose Arcadio's encounter of 
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gypsies' inventions represents the Latin American encounter of the imperial 
rationalism. The Colonel's disillusionment of the liberal ideal reveals the pitfalls of 
liberalism in the politics of the nineteenth century's Latin America. In One Hundred 
Years of Solitude, the gypsies are the representation of the imperial powers who 
introduce "science" to Latin America. The gypsies bring inventions and use them to 
change Macondo. Likewise, the imperial powers bring "scientific technology" to 
Latin America and claim that the implementation of "science" is a means to develop 
the "primitive" Latin America to a stage of civilization and progress. Through Jose 
Arcadio Buendia's disillusionment of "science", Garcia Marquez intends to condemn 
the falsehood of the imperial scientific discourse. On the verge of his despair, Jose 
Arcadio Buendia sighs, "We're going to rot our lives away here without receiving the 
benefits of science" (13). This statement is forcefully suggestive. Firstly, the surface 
meaning of this statement, which reflects the grievance of the character, can also be 
understood as a reflection of the novelist's grievance. Garcia Marquez condemns.that 
the discourse of science creates false "promises" of "progress" that brings no 
development but disruption to the communities of Latin America. Moreover, the 
degeneration of the lives in the mirage of "science" connotes the degeneration of the 
Latin American cultural identity under the domination of the imperial discourse of 
science. The imperial powers constructs "scientific knowledge" to marginalize the 
roles of the magical in the historical representation of Latin America. The 
marginalization of the magical alienates the Latin Americans from their authentic 
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cultural experiences and their cultural identities. Solitude of Jose Arcadio Buendia is 
therefore a metaphor of the Latin Americans who are alienated from their cultural 
identity. 
Similarly, solitude of the Colonel is an interrogation of the imperial 
discourse but this time the focus is on the notion of liberalism. The political 
confrontation between the Liberals and the Conservatives in the novel, as mentioned 
previously, is an allusion to the power politics in Latin America. In the imperial 
historical narratives, the power politics is described as an ideological conflict. The 
Conservatives is said to support the patriarchal and hierarchical order set up by 
Catholic monarchy. The Liberals, on the contrary, are said to support liberalism, an 
ideology based on the notion of equalitarianism. The imperial historical narratives of 
the nineteenth century's Latin America are generally in favor of liberalism since it is 
an ideology rooted in European Enlightenment and it is an ideology by which 
European rationalism is reinforced. As a result, liberalism becomes the hope for the 
republics of Latin America through which equality, liberty and democracy can be 
achieved. However, in One Hundred Years of Solitude. Garcia Marquez demystifies 
the "promises" of liberalism. The Colonel realizes that the Liberals do not fight for 
the people but for power in the civil war. This revelation of power play is an allegory 
to the domination of the white ruling class. The solitude of the Colonel is an 
intensified manifestation of his disillusionment. In the context of Latin America, the 
solitude of the Colonel represents the desperation of the Latin Americans towards the 
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republics that are founded on the notion of liberalism. As the analysis demonstrates, 
solitude in One Hundred Years of Solitude is the central imagery of the national 
silence that the Latin Americans constantly experience under the imperial 
domination. 
Apart from the imagery of solitude, the immense impact of the imperial 
historical discourses is manifested by the force of destiny controlling the genealogy 
of the Buendias. The novel conveys a sense of repetition~the repetition of names, 
the circular structure of time, as well as the repetitive experiences of solitude of the 
Buendias. The use of repetition is Garcia Marquez's strategy to emphasize the 
recurrence of life, and human impotence in the tide of destiny. The repetition of 
names, for instance, predetermines the personality and the ability of each family 
member. From the genealogy of the Buendias, it is interesting to find that the 
Buendia family intends to repeat their names. For the males, they are either named 
after Aureliano or Arcadio. For the females, they are either named after Ursula, 
Amanrata or Remedies. The repetition of names has its symbolic meaning in the 
family history. In one sense, the repetition of names means the recurrence of life. 
When Aureliano Segundo names his first son as Jose Arcadio, Ursula feels 
pessimistic toward his act because Ursula realizes the tragic sign embedded in the 
lives of her offspring: 
Throughout the long history of the family the insistent 
repetition of names had made her [Ursula] some 
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conclusions that seems to be certain. While the 
Aurelianos were withdrawn, but with lucid minds, the 
Jose Arcadios were impulsive and enterprising, but 
they were marked with a tragic sign (186-187). 
Besides, the line of the Aurelianos is chosen by Melquiades the gypsy to decipher his 
parchment. None of the members in the Buendias can see and communicate with 
Melquiades the ghost except the Aurelianos. The ability of the Aurelianos to 
communicate with Melquiades is not acquired but ascribed at the moment the 
members are named Aureliano. 
Temporality in the novel is another element that plays a pivotal role in 
presenting a sense of recurrence. The history of the Buendia family is written in a 
linear development, accompanying the birth, growth, decay and death of Macondo. 
However, while the calendar time moves and the town follows the flow of history, in 
those one hundred years, the Buendia family seems to live in "an eternal present," 
events occur in circularity (William 80). For example, when Jose Arcadio Buendia, 
in his solitary madness, enters his son's workshop and asks him what day it is. Jose 
Arcadio Buendia's reaction to Aureliano's reply shows a sense of circularity: 
Aureliano told him that it was Tuesday. “I was thinking 
the same thing," Jose Arcadio Buendia said, "but 
suddenly I realized that it's still Monday, like yesterday. 
Look at the sky, look at the walls, look at the begonias. 
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Today is Monday too." Used to his manias, Aureliano 
paid no attention to him. On the next day, Wednesday, 
Jose Arcadio Buendia went back to the workshop. 
"This is a disaster," he said. "Look at the air, listen to 
the buzzing of the sun, the same as yesterday and the 
day before. Today is Monday too." (80) 
The calendar time passes from Monday, to Tuesday and to Wednesday. However, to 
Jose Arcadio Buendia, everyday is Monday. No sense of the past and the future 
appears in Jose Arcadio Buendia's perception. Against the linear structure presented 
by Aureliano, time eternally goes circular and everything remains unchanged in Jose 
Arcadio Buendia's mind: "Look at the air, listen to the buzzing of the sun, the same 
as yesterday and the day before" (80). 
Ursula experiences the circularity of time as well. When Ursula visits her 
son, Colonel Aureliano Buendia, who has returned to Macondo for imprisonment and 
the fire squad, he talks of his impression of the home town. Then Ursula asks him: 
"What did you expect?" Ursula sighed. "Time passes." 
"That's how it goes," Aureliano admitted, "but not so 
much." (127) 
Decades later, during the drought, Ursula visits her great-grandson in the deceased 
Aureliano's workshop, where a similar dialogue recurs: 
Jose Arcadio Segundo was still reading over the 
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parchments. The only thing visible in the intricate 
tangle of hair was the teeth striped with green slime 
and his motionless eyes. When he recognized his great-
grandmother's voice he turned his head toward the 
door, tried to smile, and without knowing it repeated an 
old phrase of Ursula's. 
"What did you expect?" he murmured. "Time 
passes." 
"That's how it goes," Ursula said, "but not so 
much." 
When she said it she realized that she was giving the 
same reply that Colonel Aureliano Buendia had given 
in his death cell, and once again she shuddered with the 
evidence that time was not passing, as she had just 
admitted, but that it was turning in a circle (127). 
Despite the fact that the role of Ursula is changed~previously Ursula is a speaker 
while the second time she is a listener~the sense that time is linear but also circular 
is evidently reflected in Ursula's comment on time: "Time was not passing, [."]，but 
that it was turning in a circle." The calendar time is in movement and is supposed to 
be different from the past but the characters' experience shows that things recur 
within the passage of time. 
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The circularity of time can also be found in the vicious circle of human 
traits. Aureliano Jose's personality resembles his ancestor, Arcadio's. At the moment 
Ursula feels impotent to discipline Aureliano Jose because he changes and becomes 
rebellious, the lamentation, "They are all alike", is her response to this circle of 
human traits (156). Another example is the pair of Jose Arcadio and Jose Arcadio 
Buendia. Jose Arcadio Segundo decides to transform the river into a channel deep 
enough for cargo ships. When Ursula gets to know his decision, she is reminded of 
the scientific schemes of her deceased husband, “‘I know all of this by heart,' Ursula 
would shout. 'It's as if time had turned around in circles and we were back at the 
beginning，，’ (199). Jose Arcadio Buendia inherits a mind of "science" from Jose 
Arcadio. The temperament of Jose Arcadio Segundo also resembles that of the 
Colonel. Jose Arcadio Segundo, like the Colonel, rebels against the Conservative 
regime and gradually he becomes indifferent to the family. This aspiration, as Ursula 
witnesses, is "|j]ust like [that of] Aureliano [the Colonel]" (303). Ursula's realization 
makes her exclaim, 'It's as if the world were repeating i tself" (303). The recurrence 
in the family history and the circularity of time suggest that life itself is destiny. 
The notion of destiny becomes apparent while the novel approaches the 
ultimate episode in which Melquiades' parchments are revealed. From the very 
beginning till the end, the decipherment of Melquiades' parchments interlaces the 
family history. However, the mystery of the parchment cannot be known until one 
hundred years later. At the time the parchments are disclosed, the mystery is that the 
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family history of the Buendias has already been composed by Melquiades: 
Aureliano had never been more lucid in any act of his 
life as when he forgot about his dead ones and the pain 
of his dead ones and nailed up the doors and windows 
again with Fernanda's crossed boards so as not to be 
disturbed by any temptations of the world, for he knew 
then that his fate was written in Melquaiades' 
parchments. He found them intact among the 
prehistoric plants and steaming puddles and luminous 
insects that had removed all trace of man's passage on 
earth from the room, and he did not have the calmness 
to bring them out into the light，but right there, 
standing, without the slightest difficulty, as if they had 
been written in Spanish and were being read under the 
dazzling splendor of high moon, he began to decipher 
them aloud. It was the history of the family, written by 
Melquiades, down to the most trivial details, one 
hundred years ahead of time. He had written it in 
Sanskrit, which was his mother tongue, and he had 
encoded the even lines in the private cipher of the 
Emperor Augustus and the odd ones in a 
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Lacedemonian military code. The final protection, 
which Aureliano had begun to glimpse when he let 
himself be confused by the love of Amaranta Ursula, 
was based on the fact that Melquiades had not put 
events in the order of man's conventional time, but had 
concentrated a century of daily episodes in such a way 
that they coexisted in one instant (my emphasis 421). 
The reason for the destiny of the Buendias is revealed in the end of the novel. The 
parchments disclose that the historical development of the Buendias, from the 
founding, the development, the falling and to the "trivial details" in the family, is 
determined by Melquiades one hundred years ago. The disclosure indicates the 
preordained nature of the Buendias. However, the most significant implication 
exhibited in this disclosure is the power of language in historical narrative. 
Meliquiades is the outsider of the family. However, the power to write grants him the 
power to suppress the voices of the Buendias. In this sense, solitude and destiny 
represent the alienation of the identity of the Buendias. Analogous to Meliquiades' 
domination, the imperial powers control the construction of the historical narratives. 
They produce discourses of “science” and "liberalism" to suppress the voices of the 
Latin Americans. As such, like the Buendias, the Latin Americans are voiceless and 
are alienated from their cultural identity. 
However, the parchments when analyzed from another perspective, is a 
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counter-argument which is used to undermine the discursive power of the imperial 
historical discourse. The parchments are not written in a singular discourse but are 
constructed by several discourses. In the novel, each discourse has its symbolic 
representation. "The Spanish" represents the colonial discourse in Latin America. 
"The Sanskrit" represents the discourse of spirituality. Both "the private cipher of the 
Emperor Augustus" and "a Lacademonian military code" represent the discourses of 
ancient civilization. The colonial discourse and the discourse of ancient civilization 
represent the "scientific" aspect of Latin American cultural identity while the 
spiritual discourse represents the magical aspect. The juxtaposition of discourses in a 
single text relativizes the tension between two oppositional aspects. The multiplicity 
of discourses signifies the hybrid cultural identity of the Latin Americans. 
Conclusion: 
One Hundred Years of Solitude is a novel about silence but it is not a book 
of silence. As the imperial colonization has lasted for several decades, the Latin 
Americans have gradually been paralyzed by the dominant imperial representation of 
their history and cultural identity. The Latin Americans, in a sense, become silent. 
The notion of "agents" in Gerald Martin's critique is another approach to understand 
the notion of silence: 
In One Hundred Years of Solitude, [...]，[the Buendias] 
fail to become agents of history for themselves...the 
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only explanation possible is that they are living out 
their lives in the name of someone else's values. Hence 
the solitude, central theme of Latin American history: 
it is their abandonment in an empty continent, a vast 
cultural vacuum, marooned thousands of miles away 
from their true home (109). 
Martin indicates that the solitude of the Latin Americans is caused by the loss of 
autonomy in articulating their values and life experiences in the course of history. In 
response to this loss of voice in the historical narrative, Garcia Marquez uses One 
Hundred Years of Solitude as a means to restore the power to speak. Structurally, 
Garcia Marquez uses magical realism to create a suspension between the magical and 
the realistic. The blend between these two modes negates the notion of rationalism in 
the imperial historical narratives. Moreover, Garcia Marquez uses the blend between 
two realities to assert that the authentic reality of Latin America is hybridized in 
nature. Thematically, Garcia Marquez uses the family history of the Buendias as a 
metaphor of Latin American history. The notions of solitude, repetition, and destiny 
are all related to the issue of cultural identity in the Latin American community. By 
revealing the solitude suffered by the Buendias family, Garcia Marquez discloses the 
tragic impacts caused by the imperial conquest. Most importantly, Garcia Marquez 
wants to use the revelation of solitude to wake up the muted Latin Americans who 
are still sleeping in the illusion of the imperial history. Although the novel ends with 
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an apocalyptical message: "races [...] did not have a second opportunity on earth", 
Garcia Marquez is not pessimistic at all. The past has already been written for a long 
time by the imperial powers. At present, however, Garcia Marquez encourages his 
fellow Latin Americans to rewrite their lives: he himself does it through literature; 
his fellow Latin Americans can do the same through actions. In this way, the future 
of the Latin Americans is no longer solitude and they can be the agents of their lives. 
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Chapter Two: Midnights Children and Hybridity 
Imperial Historical Narratives and India 
What is the role of the imperial historical narratives in the 
representation of India? In A History of India: From the Earliest Times to the Present 
Day, Edwards Michael, a British historian, claims that the historical narratives of 
India written by the Europeans are wholehearted contribution to the cultural 
development of the Indian people. He says: 
European scholars discovered India's past not only for 
themselves but for India itself, and thus raised the 
opinion of India in the West and gave to Indian 
nationalism those roots in tradition which are essential 
for vitality (334). 
However, to some Indians, as to Salman Rushdie, the imperial historical narratives 
can never be considered as contribution. They argue that the imperial historical 
narratives are a form of discourse to construct the representations of the colonies 
within a framework of European prejudice and misconception by which the 
Europeans reinforce and perpetuate their domination. Obviously, on the issue of the 
imperial historical narratives, the stance of the colonizers is contradictory to that of 
the colonized. This contradiction affects the perspectives from which the colonizers 
and the colonized construct their own historical narratives of India. 
In his historical narrative, Michael de-emphasizes the domination of 
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British colonial rule. In the section of the departure of the British colonial rule, he 
assesses the impacts of British colonization on the development of India: 
If the British are to look, not for a justification of their 
rule but for a certain pride in their achievement, it must 
lie in this—that the scaffolding of free India and 
Pakistan was their work. That out of exploitation came 
a unity of national purpose, and out of tyranny a sense 
of nationhood. By Britain's giving up the Empire, 
bitterness was dissolved and a new and vital friendship 
between the former rulers and their successors 
constructed out of the ruins. But the greatest 
satisfaction of all will be to see the new States, strong 
and influential, taking the best the British had to offer, 
yet building something new out of themselves (334). 
Michael's historical representation of the British colonizers is undisputedly positive 
in favour of his country. The narrative represents the British colonizers as the 
constructor of the independent India. "Exploitation" and "tyranny" are shaped as 
invaluable opportunities for Indian development. The end of the British rule is 
sanctified as a sacrifice for the unification of India. The colonial mode of governance 
is treated as the political heritage for the growth of the new States after independence. 
As shown, the imperial historical narratives use the unity of India as an argument to 
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justify the British colonial rule. In other words, the hegemony of the British Empire 
depends on the representation of a unified India in which the heterogeneity in the 
society of India is downplayed. 
To justify his notion of a unified India, Michael argues that the Hindu 
pattern of Indian society is the unifying force. In Michael's opinion, despite the 
instability in the general situation of India such as "the impact of invaders, their 
religious, political, and economic ideas, and the endemic anarchy which with 
appalling consistency followed the collapse of empires," India has never broken 
down because of the unchanging structure of Hindu Indian (346). He states, "[The 
pattern of Hindu society] has supplied the only continuing stable element throughout 
Indian history, as well as the framework of the unity of India" (346). Based on this 
proposition, Michael then jumps to a conclusion: "the history of India is 
fundamentally the history of the Hindu people" and "Hinduism was a common faith 
and gave to India a cultural identity" (13). 
This rigid and unchanging representation of India proposed by Michael 
contradicts to Salman Rushdie's perception of India based on his experiences as an 
Indian. In "The Riddle of Midnight: India, August 1987，，，Rushdie talks about his trip 
to meet the "midnight's real children," the real-life counterparts of the imaginary 
beings in Midnight�Children (26). In the trip, Rushdie attempts to deal with a riddle: 
“Does India exist?" (Ibid. 26) With the help of those midnight's real children, 
Rushdie eventually formulates his proposition: 
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I come from Bombay, and from a Muslim family, too. 
'My' India has always been based on ideas of 
multiplicity, pluralism, hybridity: ideas to which the 
ideologies of the communalists are diametrically 
opposed. To my mind, the defining image of India is 
the crowd, and a crowd is by its very nature 
superabundant, heterogeneous, many things at once. 
But the India of the communalists is none of these 
things ("In the Riddle" 32). 
This very concise response shows that the colonized and the imperial powers have 
different perceptions of India. To Rushdie, India can never be proclaimed as a unity, 
despite her independence from British rule since 1947. The endless struggle between 
Hinduism and Islam in India, alongside with the linguistic, racial and cultural 
varieties in the Indian society, makes India a country of heterogeneity and hybridity. 
In contrast, the imperial representations that "the history of India is fundamentally 
the history of the Hindu people" and "Hinduism was a common faith and gave to 
India a cultural identity" are monolithic and suppressive (13). 
To confront the imperial historical discourse, Rushdie engages himself in 
the project to rewrite the history of India from his own perspective. Midnight's 
Children is a novel about the post-independent India. The date—August 15出，1947— 
and the place—Bombay, India—in the opening of the story mark the historical 
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implication of the novel. With the chronological order of Indian historical events and 
the appearance of many historical figures, the historical sense becomes more marked 
on every page of the novel. To make Midnight's Children a historical narrative of 
India is a postcolonial strategy to counteract the imperial historical discourses. In 
"'Errata': Or, Unreliable Narration in Midnight's Children" Rushdie advocates his 
concept of History: 
History is always ambiguous. Facts are hard to 
establish, and capable of being given many meanings. 
Reality is built on our prejudices, misconceptions and 
ignorance as well as on our perceptiveness and 
knowledge (25). 
Contradicting the presuppositions of traditional historical narrative that History is 
factual and is a true reflection of the real world outside the text, Rushdie argues that 
historical narratives of whatever kinds are human constructs and therefore, the 
realities outside the texts that are said to be truly represented in the historical 
narratives are also human constructs. 
Midnight's Children as a historical narrative of India has a double 
discursive function, which can be manifested in the metaphor of a perforated sheet. 
“In the very center of the sheet, a hole had been cut, a crude circle about seven inches 
in diameter" (23). The description here refers to the perforated sheet with which 
Doctor Aziz gets to know Naseem piece by piece. At one level, the perforated sheet 
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can be regarded as a limitation to form meaning since the perspective from which 
one views the world is fixed by the hole of the sheet. This metaphorical implication 
can best describe the limitation of colonial discourse that is solely based on 'fixity.' 
However, at another level, the perforated sheet can be regarded as possibility of 
newness. The hole is a space triggering the imagination of the seers, like Dr. Aziz, to 
form something new. Metaphorically, the center-less sheet is an interstice where the 
postcolonial writers recreate new versions of historical reality. This notion is echoed 
when Saleem self-consciously places himself in the centre of the national history. 
This sense of centeredness actually reflects the tendency of Rushdie, as of many 
postcolonial writers, to position the history of his country as one of the centers in 
world histories. 
This double discursive function in Midnight's Chilrlren is achieved through 
constructing the novel as the autobiography of Saleem Sinai. First of all, the 
autobiography of Saleem is a metafictional/ metahistorical commentary. The 
narrative framework in the form of an autobiography is a device to examine the 
relationship between historical narratives and historical representations of reality 
outside the text. On the other hand, the autobiography of Saleem is a postcolonial 
metaphor. Saleem's personal history is the allegorical representation of Rushdie's 
historical representation of India. Through the disintegration of Saleem, the 
multiplicity of the representation of India is manifested. As a postcolonial counter 
discourse, Midnight's^ Children resists against the imperial historical narratives and 
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their historical representations of India. 
Metafictional Writing and Historical Novel Writing 
One of the most important aspects of Midnight's Children is its 
appropriation of the autobiographical mode of writing to narrate the history of India. 
To recover the meaning of his life, Saleem constructs his personal historical narrative. 
At the same time, in his story, Saleem defines himself by his relation to Indian 
history, saying that he is "handcuffed" to the history of India and his "destinies 
indissolubly chained to those of [his] country" (9). In this sense, Midnight's Children 
is both an autobiography of Saleem and the national history of India. This 
incorporation of autobiographical writing and history writing is a metafictional 
strategy. Conventionally, autobiographical writing and history writing are 
oppositional in the sense that the former is personal and subjective while the latter is 
national and objective. In Midnight's Children, the difference between these two 
narratives is bridged through Saleem. As a midnight's child with the gift of telepathy, 
Saleem recounts not only his personal stories but also the stories of India. The 
omniscient Saleem, then, transforms his autobiographical narrative into a historical-
autobiographical narrative. On the other hand, Saleem comments on and evaluates 
his narratives. With Saleem as an intrusive narrator, Midnight，s Children challenges 
the conventions of the imperial historical narratives. 
Midnight's Children is both a historical representation of India which is 
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constructed based upon the conventions of history writing and a criticism against 
these conventions. The simultaneity of two oppositional processes reflects Rushdie's 
suspicion about "history" and "reality" in narrative. Traditionally, History is 
considered as the true reflection of the "objectively existing" reality. In the 
contemporary era, historians and literary theorists argue that narrative is a linguistic 
construct and therefore "history" and "reality" in narrative are constructed. They are 
"no longer a world of eternal verities but a series of constructions, artifices and 
impermanent structure" (Waugh 7). As a postcolonial discourse, through criticizing 
the conventions of History such as the meaning of "truth" and "reality," the authority 
of writer, the notion of time, and the notion of "context" and "reality," Midnight's 
Children attacks the imperial historical narratives. 
As a metafictional novel in the form of historical-autobiographical 
narrative, Midnight's Children casts doubt on the conventions from which the 
imperial historical narratives derive. One of the issues that Midnight's Children deals 
with is the conventional meaning of "truth" and "reality" in historical narrative. 
Alongside with the empirical historical information, memory is included as the 
composition of Saleem's historical narrative: 
[I] guided [my autobiography] only by the memory of 
a large white bedsheet with a roughly circular hole 
some seven inches in diameter cut into the center, 
clutching at the dream of that holey, mutilated square 
81 
of linen, which is my talisman, my open-sesame, I 
must commence the business of remaking my life from 
the point at which it really began, some thirty-two 
years before anything as obvious, as present, as my 
clock-ridden, crime-stained birth (10). 
Making Saleem's autobiography as a construction of his own memory, Midnight's 
Children aims at disrupting the presupposition that history is a record of facts, not a 
product of imagination. In the conceptual framework of History, memory is 
considered as subjective and fabricated since it is a psychological reflection of a 
particular person. Therefore, no matter how true the memory is claimed to be, it is 
denied to be the "truth" of human reality. However, the memory-based history of 
Saleem subverts this traditional concept. As modernist fiction which shifts its focus 
on memory, Midnight's Children positions Saleem's historical narrative in the center 
of a bedsheet of memory. Unlike modernist fiction which perceives memory as a 
reflection of human psychological reality, Midnight's Children perceives memory as 
a constituent of human past reality. Yet, the nature of this constituent is contradictory 
to the "factual" constituent in History. The center of the bedsheet, representing the 
content of a historical narrative, is an absence that awaits historians to fill up. This 
process of filling up the absent centre makes imagination indispensable and 
"distortions" inevitable (456). The emphasis on memory and imagination in the 
construction of a historical narrative breaks down the distinctions between memory 
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and facts and exposes the indeterminacy of "truth" and "reality". 
In Midnight's Children, the indeterminacy of "truth" and "reality" in 
Saleem's historical narrative is explicitly stated when Saleem overtly comments on 
the "truth" status of memory: 
Memory's truth, because memory has its own special 
kind. It selects, eliminates, alters, exaggerates, 
minimizes, glorifies, and vilifies also; but in the end it 
creates its own reality, its heterogeneous but usually 
coherent version of events; and no sane human being 
ever trusts someone else's version more than his own 
(211). 
Memory is a human construction completely based on individual interpretation. 
However, to Saleem, as to many contemporary historians and literary theorists, it 
represents a "special kind" of "truth" of human past reality. In a contemporary world 
that emphasizes heterogeneity and plurality, the notion of singular "truth" enrooted in 
History is too suppressive and limited to represent contemporary experiences. 
Therefore, by metafictional devices, Midnight's Children seeks to represent the 
historical reality from multiple perspectives. By affirming the "truth" status of 
memory through the narrator, Midnight's Children enlarges the scope of "truth" and 
"reality" in relation to historical narrative. 
Apart from the issue of "truth" and "reality" in historical narrative, 
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Midnight's Children also questions the authority of writers in historical narrative. In 
the novel, the relationship between Saleem and Padma is portrayed not only as 
master and maid, but also writer and reader. While writing his history, Saleem orally 
narrates the story to Padma who stands next to him. In this process, Padma as a 
listener is not completely passive. She makes comments and asks questions. Yet, the 
most important thing is that Padma has the power to influence the progress of 
Saleem's history. When Padma is absent, Saleem talks about his relationship with 
her: 
How to dispense with Padma? How give up her 
ignorance and superstition, necessary conunterweights 
to my miracle-laden omniscience? How to do without 
her paradoxical earthiness of spirit, which keeps -
kept? - my feet on the ground? I have become, it 
seems to me, the apex of an isosceles triangle, 
supported equally by twin deities, the wild god of 
memory and the lotus-goddess of the present... (150) 
The passage demonstrates the dependency of Saleem on Padma while he constructs 
his historical narrative. As an omniscient writer, Saleem is given the power to narrate 
his historical-autobiography from multiple perspectives. Interestingly, Saleem is also 
described as a writer who highly relies on Padma, s "ignorance" and "superstition" in 
the course of construction. The metaphor of an isosceles triangle that describes the 
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interdependence between Saleem and Padma vividly explains the paradox of 
Saleem's omniscience. When Padma disappears, Saleem finds that "a balance has 
been upset" (149). However, when Padma comes back, Saleem says, "I am balanced 
once more." (194). As shown, the absence and presence of Padma affect Saleem's 
loss and gain of balance respectively. Such an admission of dependence on the reader, 
together with the metaphor of the isosceles triangle, subverts the authority of writer. 
Supposed to be a god-like writer who can control the delivery of his story, Saleem, 
on the contrary, is constructed as a restricted writer who can narrate his history 
smoothly only if he has "twin deities" at the same t i m e h i s memory and his Padma. 
The disclosure of the writer-reader relationship between Saleem and Padma exposes 
the impotence of Saleem the writer, undermining the conventional concept that 
writers are authoritative in the construction of historical narrative. 
Another issue that Midnight's Children intends to deal with is the notion of 
chronological sequence in traditional historical narrative. As he writes his historical 
narrative, Saleem wrestles with the chronological view of time. At the beginning, 
Saleem attempts to narrate his personal story in the timelessness of fairy-tale. 
However, he finds it impossible to "get away from the date" (9). Saleem's 
enslavement to the use of date implies his enslavement to the traditional view of 
linear history. In traditional historical narrative, human experience is ordered and 
organized as a continuous and coherent account. As Aruna Srivastave suggests, the 
traditional historical view "needs the linear narrative, the act of plotting, to describe 
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its cause-and-effect basis" (Srivastava 66). Therefore, in order to reconstruct his 
crumbling body/ meaning into a unified form, Saleem perceives that chronology can 
fulfill his "longing for form" (300). 
However, in the process of writing, Saleem realizes the limitation of linear 
narrative and therefore he attempts to violate this convention. First of all, Saleem 
intentionally misremembers the date. Saleem notices that the date of the 
assassination of Mahatma Gandhi is wrongly put. Yet, he says, “I cannot say, now, 
what the actual sequence of events might have been; in my India, Gandhi will 
continue to die at the wrong time" (166). Second, Saleem is able to hover between 
the timebounded linear history and the timeless fairy-tale framework. When he 
introduces his mother and his mother's lover, Nadir Khan, Saleem consciously 
frames the narration with the archetypal fairy-tale beginning, "Once upon a time" 
(213, 216). Moreover, Saleem acknowledges the transcendental view of historical 
time. Srivastava analyses, "Saleem recogniz[es] that beyond [the traditional historical 
view] lies a much larger, almost mythical, view of history found in Indian philosophy 
and religion" (68). When Saleem argues for a sense of proportion in story-telling, he 
speaks aloud this concept: 
Think of this: history, in my versions, entered a new 
phase on August 1947—but in another version, 
that inescapable date is no more than one fleeting 
instant in the Age of Darkness, Kali-Yuga [which][...] 
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began on Friday, February 3102 B.C.; and will last 
a mere 432,000 years! Already feeling somewhat 
dwarfed, I should add nevertheless that the Age of 
Darkness is only the fourth phase of the present Maha-
Yuga cycle which is, in total, ten times as long; and 
when you consider that it takes a thousand Maha-
Yugas to make just one Day of Braham, you'll see 
what I mean about proportion (194). 
Struggling with the limits of mortality, Saleem finds that the historical time in 
traditional narrative is too finite to remake his life. He finds that the traditional view 
of time "dwarfs" the prolongation of his story and his lifespan. Therefore, Saleem 
resolves to freeing himself from the bondage of temporal confinement by writing his 
narrative in the circularity in Maha-Yuga, a philosophical discourse which gives him 
a sense of eternity. 
Midnight's Children also draws attention to the problematic relationship 
between "context" and "reality" in historical narrative. Historical narrative, as any 
literary text, is a verbal construct in which "truth" status can only be verified in 
relation to the "context" that is created or recreated by language. Discussing the 
relationship between the notion of "context" in literary texts and the philosophical 
implications of the ontological status of fictional objects, Waugh points out that 
all written language has to be organized in such a way 
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as to recreate a context or to construct a new context 
verbally. All literary fiction has to construct a 
"context" at the same time that it constructs a "text" 
[ . . . ]Thus the ontological status of fictional objects is 
determined by the fact that they exist by virtue of, 
whilst also forming, the fictional context which is 
finally the words on the pages (88). 
According to her argument, the "truth" status of historical narrative depends on the 
construction of a "context". The construction of a "context" depends on the 
organization of language. Based on this concept of "context", it can be said that the 
"truth" status of History is a construction of a "context" that is based only on the 
language of History. Therefore, as many contemporary historians and literary 
theorists criticize, History is so singular and dominating to the extent that it 
suppresses other forms of discourses such as legends and myths by defining them as 
"unrealistic" and "fictive" with the language of History. 
In response to the singularity and domination of History, Midnight's 
Children unmasks the linguistic basis of the representation of historical reality in 
traditional historical narrative. Through the continual shift in "context", Midnight's 
Children exposes the constmctiveness of traditional historical reality. The historical 
narrative of Saleem is basically framed in the "context" constructed by the language 
of History. The frequent references to dates, people, and events that can be verified 
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as "facts" in official historical records demonstrate the conventions of traditional 
historical discourse like linearity of time, objective tone of narrators and the 
empirical status of historical events. The organization of these details creates a 
"context" that makes Saleem's representation of personal as well as Indian historical 
reality seem real. 
However, within the framework of this traditional historical narrative, 
"contexts" that are not constructed by the language of History are inserted. For 
example, a "context" constructed by the language of legend is created to 
recontextualize the factual historical people and events of the postcolonial India. In 
Midnight's Children, the legend in Ramayana is used to represent Rushdie's version 
of Hinduism and Hindu in the postcolonial India. In Ramayana. the monkey king 
Hanuman helps the hero Rama defeat the demon Ravana, who has abducted Sita, 
Rama's wife. The demon Ravana, who is ten-headed, is the most infamous of the 
Hindu demons or rakshasa" (Clark 68). In Midnight's Children, however, the original 
version is reinterpreted. The many-headed demon Ravana represents Hinduism the 
religion and the Hindu extortionist gang which triggers the "anti-Muslim movement" 
(72). The monkey king, a hero and a saviour in the original version, is portrayed as a 
villain who scatters Admed's pay-off. In his interview by Kumar, Rushdie explains 
the use of legends in Midnight's Children: 
I think in India, [..•]，the past is still with us. Those 
legends have not lost their power, they haven't just 
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become fairy stories. They still are actual So there is 
going to be parallels between living legends and untrue 
facts (34). 
"Untrue facts" in this passage implies the idea that the traditional historical 
representations that are claimed to be "factual" and to tell the "truth" of human life 
are "untrue" if they are moved from the "context" of History and are placed in the 
"context" of legend. By the same token, the legends that are framed as "unrealistic" 
and "untrue" by the discourse of History will become "living" when they are set in 
the "context" of their own. The indeterminacy in the "truth" of "reality" is revealed 
through the multiplicity of "context' in Midnight's Children. 
The use of metafictive techniques in Midnight's Children reveals that 
historical narrative and the "reality" represented in it are constructions, artifices as 
well as discourses of power politics. Through subverting the conventions of History, 
Midnight's Children succeeds in demonstrating the constructiveness of historical 
narratives. This revelation is a response to the contemporary suspicion about the 
concept of History. However, to Rushdie who is a writer from an ex-colony, this 
revelation also connects to the discursive formation of the imperial historical 
narratives. At the same time, he employs historical novel writing in the mode of 
historical-autobiographical narrative in Midnight's Children as a postcolonial counter 
discourse to represent his own concept of India. In this sense, Rushdie uses 
Midnight's Children to counteract the imperial historical narratives of India. 
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Hybridity of Indian Cultural Identity 
As Midnight's Children begins, an indissoluble link between a personal 
history and a national history has already been established. In an unequivocal manner, 
Saleem, in the opening of his autobiography connects his birth to the birth of 
independent India. Saleem writes, "I was bom in the city of Bombay...once upon a 
time. [...] I was bom in Doctor Narlikar's Nursing Home on August 15也，1947.[...]， 
at the precise instant of India's arrival at independence" (9)； In the narration, both 
Saleem and the independent India are bom at the same hour, and on the same day. 
Saleem further elaborates the implication of this close connection. “I had been 
mysteriously handcuffed to history, my destinies indissolubly chained to those of my 
country" (9). When Saleem narrates, he conflates his birth, his growth, and his 
downfall with the development of the nation, making himself the instigator of many 
historical events. This sense of being "handcuffed to history" is figuratively and 
tactically explicated in "the mode of connection" (238). 
In the chapter titled "The Kolynos Kid", Saleem deploys the mode of 
connection to illustrate his influence on the fate of India (238). 
By the combination of "active" and "literal" I mean, of 
course, all actions of mine which d i rec t ly l i t e ra l ly~ 
affected, or altered the course of, seminal historical 
events, [...]. The union of "passive" and 
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"metaphorical" encompasses all socio-political trends 
and events which, merely by existing, affected me 
metaphorically [...]. Next, "passive" and "literal", 
when hyphenated, cover all moments at which national 
events had a direct bearing upon the lives of myself 
and my family [...]. And finally there is the "mode" of 
the "active-metaphorical", which groups together those 
occasions on which things done by or to me were 
mirrored in the macrocosm of public affairs, and my 
private existence was shown to be symbolically at one 
with history (238). 
The linguistic combinations with adverbs and hyphens一actively-literally, passively-
metaphorically，actively-metaphorically, and passively-literally~supplely establish 
the historical role of Saleem on the national stage. The diagrammatical representation 
with active-passive on the horizontal axis and literal-metaphorical on the vertical axis 
demonstrates the all-inclusive participation of Saleem in the construction of the 
national history. The active-passive axis represents the role of Saleem in the national 
setting; that is to say, whether he is a doer whose actions directly affect the course of 
history or a receiver whose life is subjected to the national events. The literal-
metaphorical axis indicates the interweaving relationship between Saleem's personal 
life and the public affairs. Saleem plays his role in history not only by his personal 
92 
presence in the national setting, but also by symbolically connecting his private 
existence with the public affairs. In this sense, the idea that the destinies of Saleem 
are chained to the destinies of his country can comprehensibly be demystified. 
Moreover, it is this all-inclusiveness of Saleem that provokes Saleem to view himself 
as the trigger of historical disasters. He says, "My revenge on Amina and Homi 
Catrack had precipitated a national crisis" (262). 
Another implication related to the mode of connection is the multitudinous 
nature of Saleem. The all-inclusive participation of Saleem as represented in the 
coordination of x-axis and y-axis means that Saleem, despite being an individual, has 
to bear every single burden of the national history. This nature of Saleem can be best 
described in Rushdie's words, "the container of the multitude" (Sangari 64). A 
similar idea is presented through the voice of Saleem: "I had been a swallower of 
lives, and to know me, just the one of me, you'll have to swallow the lot as well. 
Consumed multitudes are jostling and shoving inside me" (9 my emphasis). The 
concept of multitudes in an individual underlines the notion of differences. Yet, 
differences in the context of Midnight's Children do not mean contradictions. Rather, 
it links to the concept of hybridity, an entity produced by the fusion of two or more 
disparate elements. Saleem, as multitudes, as differences or as hybridity, functions as 
a critical device by which Rushdie makes Saleem "the mirror" of his nation (122). 
To present the notion of difference, Rushdie first inscribes the notion of 
fragmentation into the character, Saleem. There are many forms of fragmentation in 
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Saleem. One of them is presented through Saleem's physical disintegration. At the 
age of thirty-one-to-be, Saleem is under the threat of falling apart. Saleem laments, 
"Please believe that I am falling apart. I am not speaking metaphorically; nor is this 
the opening gambit of some melodramatic, riddling, grubby appeal for pity. I mean 
quite simple that I have begun to crack all over like an old jug, [...] In short, I am 
literally disintegrating" (37). The symbolic significance of Saleem's physical 
disintegration becomes clearer when the incident of Mr. Zagallo and Fat Perce is 
taken into account (231-235). In that incident, Mr. Zagallo mocks at Saleem by 
saying that his face is the whole map of India. Later on, Mr. Zagallo tears Saleem's 
hair away and Fat Perce cuts Saleem's middle finger off. The physical deformity of 
Saleem by human efforts in these two incidents allegorizes the partition of India and 
Pakistan and the subsequent civil conflicts in the post-independent period. To view 
the physical disintegration in general, M. Keith Booker's analysis is insightful; "the 
total number of particles from the bombing of Saleem's body [(approximately) six 
hundred and thirty million] is equivalent to the total population of India" (298). This 
hyperbolical indication can serve as a reinforcement of the idea that India is a 
fragmentation. 
The idea of fragmentation is a prologue to underline the possibility of 
multiplicity in a being. The concept of multiplicity is intensively developed by the 
multiple identities in the character, Saleem. At the instant he leaves his mother's 
womb and makes contacts with the world, Saleem has been trapped in the problem of 
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origin. Saleem and Shiva are both children bom at the stroke of midnight. In order to 
please her boyfriend, Joseph, Mary Pereira, the Sinai family ayah, "changed the 
name tags" of Saleem and Shiva, and eventually switches their biological parents. 
Shiva, as a result, becomes the "changeling brother" of Saleem (282). In this sense, 
the parents of Shiva, either biological or foster-, become the parents of Saleem. This 
overlapping of their identities is the first complication that makes Saleem's identity 
heterogeneous. "You are an Anglo-Indian?" exclaims Padma (118). An Indian Sinai 
family and a British Methwold family tell the cultural hybridity in the identity of 
Saleem. 
The identity of Saleem becomes more hybridized when other quasi-
parental figures in the life of Saleem are introduced. The first one is Mary Periera, 
who is the ayah of Saleem but Saleem treats her as the second mother. Amina and 
Mary both love the Baby Saleem and for that reason they treat each other as enemies. 
In his narration, Saleem describes himself in their rivalry as "the battleground of 
their loves" (126). This "battleground" connotes the diversity of religion in India. 
Mary, together with her boyfriend, Joseph, who arouses an allusion to Virgin Mary 
and Joseph the Carpenter in the Bible is a metonymy of Christianity in Midnight's 
Children. But this Christianity in Midnight's Children deviates from the orthodox 
one presented in the Bible. The deviation is presented when Mary asks the Bishop 
about the color of Jesus Christ. Mary asks for the meaning of the Blue Jesus. The 
Bishop's answer demonstrates the hybridity of Jesus Christ in the context of India. 
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The Bishop says: 
God is love; and the Hindu love-god, Krishna, is 
always depicted with blue skin. Tell them blue; it will 
be a sort of bridge between the faiths, [...] and besides 
blue is a neutral sort of colour, [...], gets you away 
from black and white (103). 
"Blue", according to the Bishop, is a symbolic color associated with the Hindu love-
god. Therefore, mixing Christian Jesus with the Hindu love-god so as to transform 
the Christian God into the Blue Jesus signifies the integration of Christianity and 
Hinduism, a breakdown of the traditional religious boundary between these two 
faiths. Mary as a symbolic figure of Christianity but who grows up in Hindu culture 
represents the hybridity of Christianity and Hinduism. In Midnight's Children, it is 
described that Saleem acquires the blue Kashmiri blueness in his eyes when he is 
under the care of Mary. This blue Saleem, connecting to the Blue Jesus, suggests the 
second complication of Saleem's identity in terms of the cultural aspect of religion. 
The third complication arises when the problem of the political identity of 
Saleem's fatherhood is considered. Nadir Khan, the secret lover of Amina, is the 
potential biological father of Saleem. The novel mentions that by using his telepathy, 
Saleem intrudes into the dream of Amina where Saleem finds out his "fourth father" 
in his life (127). "In it [the dream of Amina], Nadir Khan came to her bed and 
impregnated her; such was the mischievous perversity of the dream that it confused 
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Amina about the parentage of her child, and provided me, the midnight's child, with 
a fourth father" (127). In the context of politics, Nadir Khan, as a member of "the 
Free Islam Convocation", stands for the identity of Muslim (45). Then Saleem, as his 
potential son, bears his mark. Yet, the identity of Nadir Khan experiences a 
transformation into "the official Communist Party of India", alongside with his name 
changed to Qasim Khan (216). Thus, in this sense, Nadir bears the identity of 
Communism. Saleem, as a result, will inherit the communist identity. The third 
multiplication reveals that Saleem is hybrid in political identity. Whether the 
ambiguity of Saleem's parentage manifested as national, religious, or political, all 
these three aspects are the constituents of Saleem's individual identity. Through the 
manifestation of multiple parentages, the identity of Saleem is revealed as a 
composition of India, Britain, Hinduism, Christianity, Islam and Communism. 
The complexity of Saleem's identity is not only represented in the problem 
of parentage. Rushdie renders Saleem as a migrant to further complicate the 
multiplicity of Saleem's identity. Migration refers to "a displacement of both people 
and their social, cultural, and political ideals from one's native countries to other 
countries" (Sanga 14). The displacement, as Rushdie's speaking from his position as 
an emigrant, haunts the migrants with "some sense of loss, some urge to reclaim, to 
look back, even at the risk of being mutated into pillars of salt" (Imaginary 10). In 
Midnight's Children, the feeling of displacement is manifested in the migrant 
experience of Saleem. When Saleem's family emigrates from India to Pakistan, 
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Saleem has the feeling of loss and nostalgia as he realizes the difference between 
Bombay and Karachi (307). The former refers to the Indian culture while the latter 
refers to the Pakistani culture. This difference arouses Saleem's awareness of cultural 
belonging. Despite the optimistic attitudes of his parents towards their new lives in 
Pakistan, Saleem does not share their optimism: "Saleem was forever tainted with 
Bombayness, his head was full of all sorts of religions apart from Allah's, [...], and 
his body was to show a marked preference for the impure" (310). Growing up in 
Bombay where Saleem encounters a variety of religions, Saleem finds that he is a 
misfit to Pakistan, the Land of the Pure emphasizing on monotheism. However, 
Saleem achieves purity eventually, which is a metaphorical means to show that 
Pakistan and Saleem the Bombay have assimilated each other. The final success in 
cultural assimilation of Saleem indicates that while Saleem retains his Bombayness, 
the cultural identity of Pakistan is added to his already hybrid identity, making 
Saleem's multiple identities more remarkable. 
The multiplicity of Saleem is a postcolonial metaphor to allegorize the 
multiplicity of India. In "The Riddle of Midnight: India, August 1897”，Rushdie says, 
"After all, in all the thousands of years of Indian history, there never was such a 
creature as a united India" (27). His interview by Kumkum Sangari complements the 
idea of the non-united. Rushdie says, "India is very much a plural culture, and if you 
are dealing with a country in which there is, and always has been a mixed tradition, 
then you have to find a plural form" (Sangari 64). The complexity of Saleem's 
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identity, as “a plural form," demonstrates the mixed tradition of India. This mixed 
tradition of India is presented in the form of allusion to historical events. For 
example, the membership of Midnight's Children Conference (MCC), an allusion to 
Indian National Congress (INC) in New Delhi, presents the paradox of a unified 
India. Historically, the Congress claimed to represent all Indians. However, the 
partition between India and Pakistan made the Congress tend to identify with 
Hinduism. After Independence, the Congress changed from a resistance movement 
into a ruling party (Gorra 113). This process of change, as Gorra mentions, is 
represented in the allusion of MCC. Saleem establishes the MCC with a desire to 
unite all midnight's children, geographically from Kerala to Kashmir, from Bombay 
to the jungles to Bengal, and socio-politically from different groups: Muslim and 
Hinduism, Sikh, Brahmin, and beggars, into a single structure (113). However, 
national diversity surfaces afterward. When Saleem asks the members to express 
their ideal objective of MCC, Saleem realizes a severe diversity among their opinions. 
"Among the philosophy and aims suggested were collectivism, individualism, filial 
piety, infant revolution, capitalism, altruism, science, religion, cowardice, courage, 
women's rights, improvement of the untouchable and landless children, and fantasies 
of power" (228). By this example of oppositions and contradictions inherent in the 
MCC, Rushdie intends to display that unity is impossible since multiplicity is India. 
Rushdie narrativizes the notion of hybridity in Midnight's Children with a 
view to exhibit the trait of identity. According to Homi Bhabha, hybridity is 
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produced in the "in-between spaces" which refer to "those moments or processes that 
are produced in the articulation of cultural difference" (The Location 1). The 
representation of difference, Bhabha adds: 
must not be hastily read as the reflection of pre-given 
ethnic or cultural traits set in the fixed tablet of 
tradition. The social articulation of differences, from 
the minority perspective, is a complex, on-going 
negotiation that seeks to authorize cultural hybridities 
that emerge in moments of historical transformation 
(2). 
The central argument of Bhabha's idea is that identities are not fixed but transitory in 
historical transformation. To notice this point is to notice that the transformation 
from the past to the present will form a transitory and provisional hybridized identity. 
This idea about the transformation from the past to the present is best conceptualized 
in "chutnification of history" (460). Saleem describes the process of preserving 
history by writing is a "pickling process" (459). "I reach the end of my long-winded 
autobiography; in words and pickles, I have immortalized my memories, although 
distortions are inevitable in both methods" (459). This distortion means “to change 
the flavour in degree, but not in kind; and above all to give it shape and form一that is 
to say, meaning" (461). The pickling process is like the course of history in which the 
ingredients of the past will experience on-going changes. The notion of hybridity 
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aims at demystifying "the myths of national homogeneity" (Sanga 14). 
Conclusion: 
At the very beginning of this chapter, the question, "What is the role of 
historical narrative?" is raised. As the discussion of Midnight's Children 
demonstrates, to Rushdie, historical novel writing is a postcolonial counter discourse 
that enables him to overpower the domination of the colonizers over the historical 
representation of his country, India. The discussion of the metafictional devices in 
Midnight's Children at the beginning of this chapter reveals the underlying problems 
of History that arouse the concern of Rushdie. In a postcolonial context, these 
problems in History are central to the issue of cultural domination through the 
construction of historical representation of a place. Rushdie forces his readers to 
examine the hegemony of the concept of a "factual", "objective" and "singularly 
true" History. At the same time, by writing history in the mode of fictional narrative, 
Rushdie makes use of Midnight's Children to resist the domination of the colonizers. 
The postcolonial metaphors of multiplicity and hybridity in the novel formulate a 
historical representation of India that is contradictory to the imperial representations. 
Such a contradiction is a struggle of historical representation which, Rushdie realizes, 
nobody can escape and everybody living in the postcolonial era should place him- or 
herself in this debate. 
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Chapter Three: Non-resistance to National Historical Narratives: Xi Xi,s 
Flying Carpet 
British Colonial Narratives, Chinese National Narratives and Hong Kong 
The return of Hong Kong to China in 1997 marks the end of the 156-year 
colonial rule of Britain over Hong Kong.' However, the end of British colonization 
does not mean that Hong Kong will eventually gain territorial independence. Rather 
it marks the transference of Hong Kong from British imperial regime to Chinese 
national rule. The political trait of Hong Kong is stated in some critiques. In his 
article, "Colonialism, the Cold War Era, and Marginal Space: the Existential 
Conditions of Four Decades of Hong Kong Literature," William Tay points out: 
Hong Kong's imminent return to China~in the history 
of British colonization~will be the first return of 
sovereignty, not a withdrawal upon a country's 
becoming independent (147). 
A similar idea concerning this anomalous political situation of Hong Kong appears in 
Lau Siukai's Decolonization Without Independence and the Poverty of Political 
Leaders in Hong Kong: 
Unlike other former British colonies, the end of 
colonial rule in Hong Kong will not take the form of 
independence either through peaceful or violent means. 
Instead, according to an agreement between Britain 
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and China, China will restore sovereignty over Hong 
Kong in 1997(1). 
Tay's and Lau's statements indicate the characteristics of Hong Kong that are 
unheard of in the colonial histories of other British colonies. First of all, the 
conventional concept that postcoloniality is generally associated with independence 
is irrelevant to the situation of Hong Kong. The handover in 1997 does not bring the 
liberation of Hong Kong from colonization. On the contrary, it makes Hong Kong a 
subordinate under the governance of another national power. Moreover, the 
traditional concept that colonialism restrictively refers to the European imperial 
powers is partly applicable in the analysis of Hong Kong. China as a national power 
which has politically separated from Hong Kong for a long time is considered as a 
form of domination in Hong Kong's postcoloniality. The anomaly in postcoloniality 
of Hong Kong creates the anomaly in power politics during the transition period. 
During the transition period, apart from the domination of British Crown 
government, the People's Republic of China (PRC) begins to interfere in the politics 
of Hong Kong. This creates an absurd phenomenon that two national powers 
suddenly scramble for the governance of Hong Kong. In the Sino-British negotiation, 
for instance, the constitution of Hong Kong Special Administrative Region (HKSAR) 
opens up a platform on which both national regimes can exercise their authorities. 
While British colonial rule is still dominant, the influence of the PRC has gradually 
advanced on Hong Kong. As helpless as the illegitimate son in the story of Caucasian 
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Chalk Circle who is subject to the struggle between the two mothers, Hong Kong is 
under the control of the two national powers. 
The domination of two national regimes over Hong Kong is not only 
reflected in the political disputes and conflicts but also reflected in the boom of 
national historical narratives about Hong Kong. The handover in 1997 arouses the 
interests of historians from both national regimes in the making of Hong Kong 
historical representations. Luo Feng has once commented, "Since the emergence of 
‘1997 problem’，many mainland Chinese scholars flood into the field of complying 
the history of Hong Kong and history of Hong Kong literature" (translation mine).� 
Luo's remark ironically reflects that writing about Hong Kong is simply an ad hoc 
event, a historical response before the year of 1997. This response is not an aimless 
"pastime". In the historical moment of 1997，mainland Chinese scholars treat writing 
historical narratives of Hong Kong as a means to compete with the British 
counterparts in the battlefield of cultural domination. Such a competition 
demonstrates that "Hong Kong" is a product of historical narratives constructed by 
the two nations. 
Hence, it is natural to find that the historical interpretations produced from 
the perspectives of British colonizers and from the Chinese nationalists are to a large 
extent contradictory to each other (I will henceforth refer to them as British colonial 
narratives and the Chinese national narratives respectively). In British colonial 
narratives, the emphasis is placed on British celebration of the capitalist and 
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democratic rule in Hong Kong in the colonial history and the negative aspects 
brought by the handover to China. On the contrary, Chinese national narratives 
emphasize the corrupting nature of capitalism and democracy, and the close 
connection between China the Motherland and Hong Kong. The confrontation in 
historical narratives between two national regimes reveals an extension of power 
politics from the economic and political domains to the cultural. The struggle in 
historical discourses confirms that writing a place's history is a means to reinforce 
and perpetuate one's own power in that place. 
To reinforce the ideology of capitalism and democracy, British historical 
discourses tend to degrade the image of communism. The general "argument" 
presented in British colonial narratives is that the handover of Hong Kong to 
mainland China means the superseding of capitalist lifestyle by the "dictatorship" of 
communism. For example, in "Political Change and the Crisis of Legitimacy in Hong 
Kong", Ian Scott writes: 
Critical future issues would not be decided by Hong 
Kong people or by their government [which] could not 
provide guarantees that liberties, lifestyles and 
prosperity would be protected under what most 
believed would be close to direct communist rule 
(317). 
Communist rule in British colonial narratives is portrayed as incompatible with the 
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notions of liberation, lifestyles, and prosperity that are the symbols of capitalist rule. 
With this juxtaposition, an antagonistic relationship between communism and 
capitalism is highlighted. More importantly, communism in this context is portrayed 
as hostile and threatening to the future of Hong Kong. 
To rationalize the "historical fact" that the governance of mainland China 
is threatening to Hong Kong's stability, British colonial narratives in general 
"narrate" a scenario of "loss of confidence" in the pre-1997 period with reference to 
a series of critical "historical" events (Michael 269). One of the sweeping 
"historical" events that manifest this loss of confidence is a surge in emigration to 
Canada and the US since the year of 1984. In his article, Scott uses the term, 
"exodus," to describe the mass departure of the Hong Kong middle class before 1997. 
Likewise, in Hong Kong Towards 1997. with the statistics of the emigration rate 
since 1984，Sida adopts the "empirical" tone to demonstrate the "reality" of brain 
drain in Hong Kong (269). He cites the report by Hong Kong Hansard Session as a 
further explanation for the push factor of the brain drain: 
Many professionals who have left or are planning to 
leave do so because recent developments on the 
political scene have an unsettling effect on them. 
Whereas they are not totally confident that freedom 
and lifestyle will be preserved in 1997 (269). 
According to the passage, the brain drain is closely related to the uncertainty of the 
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political scene resulting from the handover to China. It is said that people of Hong 
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Kong are afraid that freedom and lifestyle in a capitalist community will not be 
maintained after 1997. 
The Tiananmen Square Incident is another "historical" event that plays an 
important role in British colonial narratives. Quantitatively, for instance, many 
historical narratives about the Tiananmen Square Incident have been published since 
the event took place in 1989. The focus of these narratives is generally on the 
totalitarian and inhuman political means used by the PRC in suppressing the students. 
Moreover, those historical narratives also emphasize the repercussion of this incident 
on Hong Kong society. In his historical narrative, Sida "reports" that shortly after the 
Incident, two massive marches were held and criticisms by the political leaders and 
the public were made. According to these "factual reports," Sida concludes that the 
aftermath of the Tiananmen Square Incident speeds up the decrease in the level of 
confidence of Hong Kong people towards the future of Hong Kong (270-271). 
Contrary to British colonial narratives, Chinese national narratives 
emphatically criticize the democratic and capitalist system in the colonial history of 
Hong Kong and simultaneously glorify the blood-is-thicker-than-water relationship 
between Hong Kong and China. While British colonial narratives "depict" a gloomy 
picture of the handover, Chinese national narratives do the opposite. In the 
Introduction ofXianggang df^  7丨mtian. iintian he mingtian 香港的昨天、今天和明天 
[Yesterday, Today and Tomorrow of Hong Kong], the author composes a poem in 
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which the imagery of hope, delight, and excitement at the moment before the 
handover of Hong Kong in 1997 is prominent: 
June 30，1997，at night, Hong Kong 
People are waiting for the sacred moment. 
The British flag falling, The Chinese flag rising. 
The of July, a day shaking heaven and earth, a day 
moving devil and god! 
On this day, Hong Kong is officially returned to her 
Motherland. 
This is the day in our anticipation. 
But this is also the day beyond our imagination. No 
one knows what the celebration will be like on that day. 
Perhaps that celebration will be more glorious and 
elegant than the one in our imagination. ^ 
On the side of the Chinese government, the author poetically tells the readers that 
Hong Kong is the biological child of mainland China. People of this motherland are 
longing for the reunion with this lost child. They have planned to have a big feast and 
celebrate his return. The poem makes the V' of July in 1997 a glorious day in the 
history of modem China. 
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On the other hand, Chinese national narratives intentionally downplay and 
even stigmatize the governance of British colonial rule. The very aspect attacked in 
these narratives is the notion of capitalism and (neo)colonialism. In Xianggang 
hninian: cong lishi 7.oiixiang weiiai 香港百年：從歷史走向未來[A Hundred Year 
of Hong Kong: From the Past to the Future], the author "describes" that the British 
colonization marks the "Hong Kong's hundred-year decadence."斗 The author 
attributes this decadence to the corruption in the internal structure of the British 
Crown Colony government. For example, the Governor rules like a dictator; the 
colonial administration concerns the political and economic interests in Hong Kong, 
rather than the livelihood of Hong Kong people; the Hong Kong's governmental 
system aims at having effective control over the seized territory (Lau 23-24, Cheung 
35-43). 
The disparity in the historical representations of Hong Kong in the two 
national historical narratives embodies a disparity in the representation of the cultural 
identity of Hong Kong people. British colonial narratives emphasize that the 
exposure of Hong Kong to capitalism and democracy distances Hong Kong from the 
Chinese cultural influence, making Hong Kong people alienate from the "Chinese" 
national identity. ^ Conversely, Chinese national narratives blame that Hong Kong is 
over-westemized to the extent that she has lost her "Chineseness." These two 
contrasting interpretations make the cultural identity of Hong Kong people fall in-
between the "Chinese" identity and the "Western" identity. As a result, Hong Kong 
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people find themselves disoriented in their cultural identity—'Who are we?" "What 
is(are) the origin(s) of our cultural identity?" Threatened by the identity crisis, the 
locals of Hong Kong find it imperative to have a new understanding and 
interpretation of their cultural identity.' In the literary milieu, this crisis motivates 
Hong Kong writers to construct their historical narratives so as to resituate the 
cultural identity of Hong Kong people. 
In a postcolonial context, rewriting history is a common practice to 
construct an alternative historical representation and hence to reconstruct one's 
cultural identity. The historical realities represented in the alternative historical novel 
writing take many forms. Despite formal diversity, these representations are by and 
large counter-discourse. In some historical narratives, the colonial relationship is 
represented within the trajectory of b inar iescenter / margin, self/ other, colonizer/ 
colonized. In other, the representations are based on the concept of hybridity, as 
suggested by Bhabha. Being historical narratives focusing on the concept ofbinarism 
or on hybridity, they are usually antagonistic writing of resistance that view the 
colonizer as suppressive and threatening. In literature, specific to rewriting Hong 
Kong history, some Chinese novelists employ this antagonistic mode of writing. For 
example, Wang Anyi, a contemporary female mainland Chinese novelist, in 
Xianggang de qing vu ai 香港的情與愛[Love and Concern towards Hong Kong], 
constructs her historical narrative of Hong Kong in the framework based on the 
binary opposition between centre and margin. Shi Shuqing, a female novelist from 
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Taiwan, in Ta de mingzi jiao hudie 她的名叫糊蝶[Her Name is Butterfly], writes 
about Hong Kong's colonial history through which she criticizes the oppression of 
British colonizers. In these works, a counter-colonial discourse is constructed/ Rey 
Chow, a famous cultural critic from Hong Kong, offers a radical perspective to the 
discourse and even treats the handover of Hong Kong to the PRC as another form of 
colonization. Her article, "Between Colonizers," demonstrates a strong sense of 
resistance to both narratives, British colonial discourse and Chinese national 
discourse: "Between Britain and China, Hong Kong postcoloniality is marked by a 
double impossibility—it will be as impossible to submit to Chinese nationalist 
repossession as it has been impossible to submit to British colonialism" (151). 
However, the historical novel writing constructed by Xi Xi is very different 
from those historical representations which are constructed on the basis of the 
antagonistic relationship between the colonizers and the colonized. In her novel, 
Flying Carpet. Xi Xi reinscribes the history of Hong Kong in a framework of fairy-
tale. In her version of Hong Kong history, Xi Xi has never overtly denied the impacts 
of British colonial experiences and cultural influences associated with the PRC. 
Instead, she incorporates all those experiences as the constituents of Hong Kong 
people's cultural identity by representing them as the lived experience of Hong Kong 
people. This non-resistance discursive approach frees the historical representation of 
Hong Kong and the representation of Hong Kong people's cultural identity in Flying 
Carpet from a definition that is bounded by the "Western" identity and the "Chinese" 
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identity. Flying Carpet is a historical novel writing of Hong Kong's multiplicity. 
Through the employment of fairy-tale realism, facilitated by de-familiarization and 
episodic structure, Xi Xi constructs an alternative representation of Hong Kong 
based on the notion of multiplicity. This notion of multiplicity further implies Xi Xi's 
perception towards Hong Kong people's cultural identity, which is represented 
through the real life experiences of commoners in Flying Carpet. 
Fairy-tale Realism and an Alternative Historical Representation 
Since the first appearance of Fertillia in "Feitu Zhen de gushi"月巴土鎮的 
故事[Tales of Fertillia] (1982), this imagined city has generally been accepted by 
critics as a pseudonym for Hong Kong (viii).^ Yet, some critics cast doubt on this 
allegorical relationship between Fertillia and its real counterpart, Hong Kong. For 
example, in his analysis nf Fii7.hen zhivi 浮城誌異[Marvels of a Floating City and 
Other Stories], Zhang Xiguo rejects taking the floating city as Hong Kong. Zhang 
says, “ Is the floating city Hong Kong? I can tell the reader in certainty that it isn't. It 
seems that the floating city is Hong Kong. In fact, the floating city can be any city on 
earth.，，9 In an article about Flying Carpet. Ai Xiaoming raises a question that seems 
to be more paradoxical: "Is it [Fertillia in Flying Carpet] or isn't it Hong Kong?'"° 
Not as certain as Zhang, Ai finds that the identity of Fertillia is ambiguous. The 
doubtful responses of the two critics are indisputably contradicting. However, it is in 
this sense of contradiction that the indeterminacy in the fairy-tale novels of Xi Xi, as 
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the one in Flying Carpet, is antithetically brought out. 
Fairy-tale novel is a mode of fiction Xi Xi invents to reinscribe the history 
of Hong Kong. In an essay, "Tonghua xiaosho"童話小說[Fairy-tale Novel], Xi Xi 
talks about the concept of fairy-tale in relation to the concept of "realism." In 
response to the question—how a novel should be like, Xi Xi has an innovative and 
insightful idea: "If the methods that Garcia Marquez and Vargas Llosa employ to 
represent 'realities' in their novels are called 'magical realism' and 'structural 
realism' respectively, the method I use in 'Bolixie’ 玻璃鞋[Glass Slippers] can be 
called 'fairy-tale realism.'" “ In "Glass Slippers", Xi Xi intentionally makes 
ordinary events as fairy-tale and fairy-tale as ordinary events. For example, Xi Xi 
portrays the ordinary phenomenon that Hong Kong's families of five persons are 
able to live in apartments of three hundred square feet as an impossible event. 
However, she describes the capability of changing back from a human form into a 
pumpkin as in Cinderella is commonplace. This approach blurs the conventional 
boundary between these two "realities" and makes the representation of "reality" 
indeterminate. The indeterminacy breaks the conventional perception of "reality", 
opening up another textual space for the construction of an alternative perception of 
“reality.，， 
As a mode of narrative for writing history, the employment of the fairy-tale 
realistic narrative structure in Flying Carpet is a literary strategy to create an 
alternative historical representation of Hong Kong that deviates from the national 
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discourses. In an article about the relationship among text, imagined space, and 
creation of new experience, Dong Qizhang analyses how the narrative technique in 
Xi Xi's Wocheng 我城[My City] opens up a textual space for the creation of new 
experience. His analysis of My City sheds light on the understanding of fairy-tale 
realism in relation to the construction of an alternative historical representation. In 
this article, Dong says: 
Using a form of language that is very different from 
the one used in describing lived experience, Xi Xi 
creates an alternative textual experience. It does not 
mean that the textual experience can stand on its own 
without any connection to reality. The meaning of My 
City can only be generated if it is associated with the 
reality of Hong Kong. [...] The textual experience of 
My City is a recreation that seems to resemble but also 
is different from the "real" Hong Kong. This recreation 
shapes and transforms readers' knowledge of Hong 
Kong.'' 
Dong's explication highlights that the transformation of "readers' knowledge of 
Hong Kong" in My City is achieved through de-familiarization. In My City，the 
familiar lived experiences of Hong Kong's community are made strange by using "a 
form of language that is very different from the one used in describing lived 
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experience." In Dong's opinion, this language refers to the appropriation of a 
"childlike tone" or a "child's perspective" in narration. The shift in perspectives 
recontextualizes the familiar experiences within the textual space, through which the 
fixed perceptions of Hong Kong's reality are reexamined. As a result, an alternative 
historical representation of Hong Kong is effected. 
In Flying Carpet, the de-familiarization effect is implemented through 
naming. In Xi Xi's historical novel writing, the name, "Hong Kong", is removed and 
the place is re-named as Fertillia. This process of naming obliterates a given set of 
concepts associated with Hong Kong the physical place and at the same time opens 
up a textual "vacuum" where the "Hong Kong's lived experiences" are reinterpreted 
in a world of marvels. Dong defines this method to represent the everyday life 
experiences as "zero experience"/^ Zero experience, according to Dong, means 
"things other than those in fixed experiences." In other words, the creation of zero 
experience is a process of de-familiarization, to construct those familiar and fixed 
experiences into things that no one has yet experienced before.丨彳 For example, in the 
episode, "Guanyeqi"管業期[Leasehold Period], the narrator says, "[People fleeing 
from the mainland] are forced to abandon their homes and re-establish themselves in 
Fertillia. Here they start from zero time and zero space" (161). The new comers' 
reestablishment from zero time and zero space is the reconstruction of their historical 
origin. Such a reconstruction suggests that the new comers experience their life in a 
new location from a new perspective. This reestablishment of human origin is 
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analogous with naming in Flying Carpet. The process of naming makes the 
perception of Hong Kong deviate from a norm so as to supplant the fixed 
associations by an alternative historical representation. 
The basic feature of this new historical representation of Hong Kong is that 
the representation is not constructed from a monologic perspective. In Flying Carpet, 
experiences are narrated from different points of view. Sometimes, they are narrated 
by the members of the Fas family. At another time, the experiences are narrated by 
foreigners or local scientists. On some occasions, the first-person perspective is 
adopted to report and comment on the experiences. Also, some experiences are 
presented in the form of dialogues. As a whole, there is no coherent perspective to 
form a unified representation that may suppress the heterogeneity among points of 
view. Through the diversity of perspective, Xi Xi succeeds in making the readers 
experience the past of Hong Kong anew. This "newness" created in Flying C即et is 
the result of the multiplicity of voices. 
The use of episodic structure reinforces the notion of multiple voices. 
Against the conventional notion of well-made plot, the narration in Flying Carpet is 
loosely structured. Flying Carpet is composed by a string of "scenes". Individually, 
each scene is like a slide that is thematically self-sufficient. Between scenes, there is 
no overt causal and logical relationship. This loose structure is a device to manifest 
the assimilation of discourses. In Flying Carpet, different forms of genres like sketch, 
yam, discourses of science, archaeology, anthropology and linguistics become the 
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constituents of Xi Xi's historical narrative (Chen Jie-yr 143，Ai 197-199). Many 
critics praise this mixture of discourses in Flying Carpet as "an encyclopedia.'"^ 
However, Ma Sen, a critic from Taiwan, criticizes that this kaleidoscopic structure 
deviates from the convention of narrative in the sense that the diversity of discourses 
fails to develop the plot. He condemns Xi Xi for the use of different discourses in her 
novel to boast of her i n t e l l e c t u a l i t y . Ma Sen's untenable comment shows his failure 
to realize the implications behind the fairy-tale realistic framework. 
In the conventional narrative, the author aims at creating a unified 
discourse in which different and contradictory languages are subsumed to a singular 
perspective. For example, in Greek romances, the author imposes a homogeneous, 
unified style on the diverse materials from various genres. In the nineteenth-century 
realistic novel, the use of the omniscient narrator reduces the multiplicity of society 
to a one-dimensional representation. Likewise, in traditional historical narrative, the 
representation is constructed from a singular perspective. Even in many historical 
narratives constructed by the writers from former colonies, the representations are in 
general "spoken" through singular voices. The examples given above show the 
monologic representations of a unified narrative style. Furthermore, as suggested by 
the last two examples, the unified style implies a power struggle in language and 
representation between the antagonistic parties of the colonizers and the colonized. 
However, the postcolonial writers recover their suppressed voices to 
reconstruct their historical realities so as to resist the colonial domination. In Flying 
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Carpet. Xi Xi uses the episodic structure to break the unified narrative style so as to 
avoid the domination of monologic representation. First of all, the episodic structure 
demonstrates the multiplicity of language. In Flying Carpet, different discourses are 
segregated in individual episode. Such a device lets the competing languages speak 
for themselves, "not smoothing them out to express a single belief system and social 
standpoint" (Martin 52)'^ In other words, the entire novel is a mosaic of fragmented 
discourses narrated by different voices. This polyglot narrative structure undermines 
the dominant "voice" of the omniscient, godlike author in the conventional mode of 
historical narrative. On the other hand, using the polyglot structure to construct her 
fictional narrative, Xi Xi aims at "linking the different points of view together in 
mutual recognition" so that the hierarchical order of language and representation 
embedded in the unified narrative style is avoided (Martin 52)18. 
The "mutual recognition" of multiple perspectives in Flying Carpet makes 
this fairy-tale realistic historical novel writing a non-resistance discourse. The use of 
the polyglot structure emphasizes that voices or perspectives, despite differences, are 
not necessarily in antagonistic relations. Many postcolonial historical novel writings 
demonstrate intense conflicts between the dominant voices and the subordinate 
voices. Many postcolonial novelists treat the voice of the colonizers or the ex-
colonizers as enemies and through rewriting their histories, they construct other 
voices to resist the dominant voices. However in Flying Carpet. Xi Xi reconciles all 
voices, including the colonizers, in a single text. In so doing, an alternative historical 
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representation of Hong Kong that goes beyond the binarism of the "Chineseness" 
and the "Westemness" is constructed. Moreover, the "mutual recognition" of 
multiple perspectives in Flying Carpet reflects Xi Xi's concept of Hong Kong 
people's cultural identity. 
The Representation of the Hongkongness—Heterogeneity and All-inclusiveness 
Under the rules of two national powers, Britain and China, Hong Kong 
people's cultural identity become subordinates to the two national cultural identities. 
In the two national historical narratives, the representations of cultural identity are 
always derived from the "Chineseness" and the "Westemness". In some historical 
narratives, the Hong Kong people's cultural identity is represented as a hybrid of 
East and West. In others, either the "Chineseness" or the "Westemness" is superior, 
depending on the interpretative perspectives. For those historians who cling to the 
Chinese side, they argue that the Chinese identity is the cultural root for Hong Kong 
people despite British colonial rule. On the contrary, those historians who are on 
British side assert that the capitalist lifestyle of Hong Kong distances Hong Kong 
people from the heritage of Chinese culture and the lifestyle of communist China. 
This distance between Hong Kong and China makes Hong Kong people draw a clear 
distinction between themselves and mainland Chinese and refuse to accept the 
"Chinese" identity. Some of them even radically claim that Hong Kong is already 
westernized and therefore Hong Kong people's cultural identity is the "Western" 
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identity. As shown, the cultural identity of Hong Kong people is confined to the 
framework of the "Chineseness" and "the Westemness." Therefore, resistance 
discourses are widely constructed to confront the domination of the national 
discourses. 
In Flying Carpet. Xi Xi deliberately abandons the mode of resistance 
discourse and opts for constructing the cultural identity of Hong Kong people on the 
basis of assimilation. When we say, people assimilate into a community or that 
community assimilates them, that means they become an accepted part of it (Collins 
Cohuild English Dictionar/). Hong Kong is a migrant society. In the colonial history, 
many foreigners and their servants who are from other Asian regions settled in Hong 
Kong. Owing to the instability of Chinese politics during the period of 1940s, many 
people from mainland China migrated to Hong Kong as well. The blending of 
population suggests the blending of different cultures in real life experience, which 
further suggests the heterogeneity of the cultural identity of Hong Kong people. This 
sense of heterogeneity determines the notion of Hongkongness, which is not a 
monolithic cultural identity but an assimilating identity founded on all sorts of 
migrant cultures. Through the real life experiences of the commoners in Flying 
Carpet such as population, language, religion, and public affair, Xi Xi's concept of 
Hongkongness is represented. 
Unlike many historical narratives which place the focus on national politics, 
Xi Xi's historical novel writing writes about the history of commoners. Since the 
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publication of Flying Carpet, the thematic focus on commoner's life has aroused the 
interests of literary critics. In an article, Guan Lishan criticizes Xi Xi's apolitical 
approach with the imagery of unbearable lightness: "Having taken away the wars, the 
occupation by Japan, the crisis of Stock Market, the strikes, the strifes and the 
student movements over the past hundred years, Fertillia changes into a 'light' city, 
which is too light to be bearable."'' In contrast to Guan's disapproving comment, He 
Furen praises that the use of commoners' perspectives is a successful device to 
recreate an alternative concept of history. In one of his articles, He says, "the way Xi 
Xi intentionally lightens the 'political events' and focuses on the livelihood of the 
community is a strategy to create another conception of history."^® Both Guan's 
criticism and He's compliment, despite in opposition to each other, attempt to deal 
with the same issue: Why does Xi Xi focus on the life experiences of commoners at 
the expense of political events that are supposed to be the major element in the 
convention of historical narrative? In another article, He Furen offers a hint to tackle 
this question. He argues that Xi Xi chooses to write Flying Carpet from the 
commoners' perspectives because she aims to emphasize that commoners are the 
witnesses and creators of Hong Kong story?* In this sense, commoners and their life 
experiences in Flying Carpet determines the historical representation of Hong Kong. 
Mike Featherstone points out that to construct an identity means to "[turn] the 
location of their day-to-day interaction from a physical space into a 'place'" (103). If 
an identity of a people is embodied in the representation of their place, then reading 
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the representation of commoners' life in Flying Carpet is reading Xi Xi's concept of 
Hongkongness. 
In Flying Carpet, the commoners' life is always changing. In the episode, 
"Leasehold Period", the dwelling-place of Hong Kong is changed from a fanning 
and fishing village with scanty local inhabitants into a city with a foreign government. 
In the episode, "Yimo yiyang" 一模一樣[They Look So Alike], the focus is placed 
on the tremendous change in the internal structure of Hong Kong community: 
The two-storey houses that used to be there are almost 
gone, and in their place are big tall buildings rising up 
to almost twenty storeys. [...] The change is even 
greater with the shops. The iron smith's shop, the small 
grocery stores, and the cakes-and-puddings outlets 
have been replaced by electric appliance shops, fashion 
boutiques, drugstores selling Western medicine and, of 
course, wide-porched supermarkets and banks.[.. .] 
Further off he [Faliyeh] can see some pavilions, and 
maybe a pond, and in the background an elegant 
wooden building designed in ancient style. This kind of 
classical Chinese Dragonese garden landscape is not 
unfamiliar to Faliyeh who had seen a lot of it in 
Drangonland, but in Fertillia it is quite rare (310). 
122 
The changes mentioned in the passage mark the mixture of different cultures. The 
western culture is represented in the establishment of "drugstores selling Western 
medicine, wide-porched supermarkets and banks." The appearance of the "classical 
Chinese Dragonese wooden building" in the city represents the absorption of Chinese 
culture in the course of progress. This concept of assimilation embodied in the 
change of Hong Kong implies heterogeneity and all-inclusiveness. These two notions 
reflected in everyday encounters correspond to the representation of the 
Hongkongness. 
First and foremost, the composition of Fertillian population reflects the 
heterogeneity and all-inclusiveness of Hongkongness. Apart from the original 
inhabitants of Fertillia, people from India and mainland China make Fertilla their 
home. For example, the episode, "Moluo"摩U羅[Moros], is an account of how 
"Indian people from abroad" settle in Fertillia (16). In this episode, the Indians in 
Fertillia who are employees brought by foreign traders from the west, or are 
originally seamen establish their families in Fertillia. They "congregate on two little 
side streets of Flying Earth Boulevard, selling old things and indigenous products 
from their native land" (16). Similarly, the immigrants from mainland China 
experience the process of assimilation. In the episode, “Ton shang you wa"頭上有 
瓦 [A Roof Overhead], the story of an immigrant family, Fragrance Fa and her folks, 
is narrated with a view to demonstrate how they settle in Fertillia and eventually 
become the locals: 
123 
It hasn't taken long for the family to settle down in 
Fertillia and to merge into the local way of life. They 
soon acquire the local language and become integrated 
with the local people. Now when they walk in the 
streets speaking the local dialect they drop their old 
vocabulary and switch to a new set of terms (209). 
The gesture that the family "drop their old vocabulary and switch to a new set of 
terms" signifies their determination to be the Hongkongese. Through the multiplicity 
of Fertillian population, Xi Xi highlights that the concept of "Hong Kong people" is 
not fixed. As a migrant society, the population of Hong Kong is highly fluid. To 
define "Hongkongness" as a fixed identity is simply to reduce the cultural 
differences to a monolithic concept. Xi Xi tells the readers that the Hongkongness is 
multiple and all-inclusive in the sense that it is composed of a variety of "Hong Kong 
people." 
Another aspect that can manifest the heterogeneity and all-inclusiveness of 
the Hong-kongness is language. Hong Kong is a trilingual community where 
Cantonese dialectic, Chinese, and English are used to perform different 
communicating functions in everyday life. While Chinese is the written language, 
Cantonese as a local dialect is used for oral communication. In addition, English is 
the official language in Hong Kong because of British colonial rule. Between the two 
national languages, Cantonese dialect is positioned as a subordinate language. 
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Compared with Chinese, Cantonese dialect is considered as non-standard and 
informal. Compared with English which is legitimized and institutionalized as the 
language of authority, Cantonese dialect is perceived as an inferior language in 
politics and a less productive and professional language in legal and commercial 
activities. This division between the local dialect and the two national languages 
constructs the hierarchical relationship of languages. 
However, Xi Xi rules out this hierarchy and places the three languages in 
equal positions in Flying Carpet. The trilingual situation in the everyday life of 
Fertillia is an allegory of Hong Kong's linguistic complexity. In Fertillia, as in Hong 
Kong, there are three languages for daily communication. They are Fertillian, 
Dragonese, and the Foreign language. In two episodes, "Xiachong"夏蟲[Summer 
Insects] and "Feituwen"月巴土文[Fertillian Writing], this trilingual situation is 
indicated: 
When Fertillian people speak they use the local 
Fertillian language, which is a regional dialect used 
mainly for oral communication but not for writing. For 
writing things down, they have to use Dragonese, the 
language of Dragonland, which everyone knows (108). 
Besides Dragonese, another language, a foreign 
language, is also currently used in Fertillia. [...] A 
street has a Dragonese name as well as a foreign-
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language name. There are Dragonese newspapers and 
also foreign-language newspapers. [...] Some schools, 
[...]，are now teaching the foreign language, so [...] 
more and more Fertillians will acquire the foreign 
language (109). 
The linguistic phenomenon of these three languages in Fertillia is presented in a 
neutral tone and no judgment specifying the status of each language is made. The 
narrator simply talks about the functions of the languages and the contexts in which 
the languages will be applied. More importantly, the inclusion of the public response 
to the foreign language underlines the reception of the foreign language as part of 
their lived experience that forms a constituent of the Hongkongness. Like the 
implication in the population, Xi Xi makes the readers realize that the heterogeneity 
of languages in Hong Kong is a manifestation of Hongkongness. 
Apart from population and language, religion plays an important role in 
representing the heterogeneity and all-inclusiveness of the Hongkongness. It is 
known that Hong Kong is a place of multi-religion. This cultural feature is clearly 
represented in the episode, "Liudong de shui"流動的水[Running Waters]. The 
frame of this episode is about Islam in Fertillia. Through the monologue of Flora, 
who is a local brought up in a Christian school, the issue of religious diversity is 
brought out: 
Now, owing to Falibaba, she [Flora] comes to know 
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that apart from Protestantism, Catholicism and 
Buddhism there is also a religion called Islam (330). 
Each religion represents a particular culture. Protestantism and Catholicism represent 
the Western culture. Buddhism the Chinese culture and Islam the Indian culture. 
Narrated from the perspective of a little girl, a sense that the four world religions are 
in equality and in harmony in Fertillia is created. The juxtaposition of four different 
religions stresses that the receptiveness of cultural differences is a trait in Hong 
Kong. 
The notion of heterogeneity and all-inclusiveness in relation to the 
representation of Hong Kongkongness becomes more prominent when the interaction 
between Hong Kong and the two national powers is taken into consideration. As 
stated at the beginning of this section, colonial experiences and the impacts from 
China are denied in other historical novel writings. In Flying Carpet, however, Xi Xi 
demonstrates an alternative interpretation of this relationship. Throughout Flying 
Carpet, the colonial experiences are integrated as something commonplace in 
everyday encounters. For example, when talking about the education system in 
Fertillia, the institutional influence from the foreign government is brought out. In 
the episode, "Shuangyu jingying"雙語精英[A Bilingual Elite], the perception 
towards the Anglo language in the local community is discussed: 
In Fertillian the earliest schools, not counting the 
traditional tuition colleges, were established by foreign 
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missionaries, and in these institutions, as in the 
government-run schools, the teaching is done mainly in 
the Anglo language. [...] The schools have certainly 
produced many high-calibre people. Because they 
know the Anglo language [...] and after secondary 
school many of them go on to university or even go 
abroad to study, and the impact they bring to Fertillia 
upon their return is quite considerable (265). 
The emphasis on the reception and recognition of the Anglo language in the local 
community serves two purposes. Firstly, the label that the Anglo language is a 
colonial language is removed. Secondly, the Anglo language is positioned as the 
local language. Through the issue of the medium of instruction at the local schools, 
the assimilation capacity in the Hongkongness is once again foregrounded. 
The narration about the impacts from mainland China is as commonplace 
as that of the colonial experience in Flying Carpet. For example, the mass 
immigration from mainland China during 1940s and 50s is recognized as a major 
contribution to the development of Hong Kong in Flying Carpet. In the episode, 
"Leasehold Period", it says, 
The earliest settlers in Fertillia have been poor folks, 
[ . . . ] ,but not all the later-comers have arrived empty-
handed. Richer people are also coming. There are 
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foreigners who want to do big business, and there are 
others coming from the neighbouring islands and the 
mainland, fleeing from wars and the change of regimes, 
bringing their wealth with them (161). 
Like the issue of the Anglo language, putting the immigrants from the mainland 
adjacent to the immigrants from other places aims to de-emphasize the label that the 
mass immigration from China is a burden to Hong Kong. The narration recognizes 
these immigrants from the mainland as the contributors of the local community. 
These examples reflect a phenomenon that regardless of the sources of influence, at 
the moment people enter the territory of Hong Kong, they will undergo a process of 
assimilation and eventually are transformed to be part of Hong Kong cultures. The 
Hongkongness of the local is framed in this environment of assimilation. 
Conclusion: 
Flying Carpet tells us that to respond to the condition of a postcolonial 
context, antagonistic writing of resistance is not the only path. Through the narrative 
structure that emphasizes the multiplicity of languages and cultures, Flying Carpet 
undermines the domination of a singular voice in the narration. This replacement of 
singularity by multiplicity is the most significant contribution of Flying Carpet to the 
historical representation of Hong Kong and of the cultural identity of her people. In 
Xi Xi's opinion, the fact that Hong Kong is a migrant city, which assimilates all 
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forms of culture from different places, makes Hong Kong and the Hongkongness 
heterogeneous and all-inclusive. In this sense, the use of singular perspective in 
historical narratives is unfit for representing the multiplicity of Hong Kong and of 
her people's cultural identity. Flying Carpet is a response to the hegemonic 
appropriation of Hong Kong in the historical narratives of the two national powers, 
Britain and China. 
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Conclusion: Postcolonial Counter Discourse in Historical Novel Writing 
The introduction of this thesis states that historical narrative is a 
construction and a discourse. It also states that historical novel writing is a common 
narrative mode the three postcolonial novelists, Gabriel Garcia Marquez, Salman 
Rushdie, and Xi Xi, employ to execute their counter discourses. The three novelists 
have shared objectives: to use fictional narrative as a model for writing history, to 
reconstruct historical representations of their places and to reconstruct the 
representations of their cultural identities. Despite their similarities in objectives, the 
analysis of each novel demonstrates a diversity of discursive strategies, which 
manifests their cultural uniqueness within the basic framework of historical novel 
writing. 
One Hundred Years of Solitude is a fictional historical narrative in the 
mode of magical realism. The interweaving between two oppositional modes of 
writing, the realistic and the magical, serves as a metacommentary on the concept of 
History. In magical-realistic texts, the differences between the magical and the 
realistic are undermined in the process of their negotiation. Magical realism is a 
negotiation between two antithetical worlds, the factual reality and the reality of 
"tales, legends, [and] other magical or native folkloric beliefs" (Pordzik 108). The 
effects of this negotiation can be expounded in Slemon's analysis: 
Since the ground rules of these two worlds are 
incompatible, neither one can fully come into being, 
131 
and each remains suspended, locked in a continuous 
dialectic with the 'other,' a situation which creates 
disjunction within each of the separate discursive 
systems, rending them with gaps, absences, and 
silences (Slemon 409). 
In Slemon's opinion, the "continuous dialectic" between the two "incompatible" 
worlds gives rise to a process of "rending" that creates "gaps, absences, and 
silences." The spatial vacuum between the two worlds is a new discursive site for the 
emergence and re-articulation of the absent and the silent in power relations. In the 
postcolonial context, the absent and the silent are the colonized who are subject to 
the domination of the imperial historical narratives. In the "gaps, absences, and 
silences," the subjugated can write history in the form of fictional narrative that 
subverts the discourse of History. 
The suspension between the two opposite modes of writings in One 
Hundred Years of Solitude creates a constant negotiation between the magical world 
and the realistic world which breaks down the conventional boundary between the 
fiction genre and the history genre and renders the two antithetical generic 
conventions equivalent. In this sense, magical realism in One Hundred Years of 
Solitude performs the strategic role to subvert the imperial historical discourse. 
Magical realism as a literary genre serves as a counter-discursive device to subvert 
the imperial historical narratives. 
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On the other hand, magical realism is a representation of Latin American 
reality. Magical realism is "a representation of how the world appears to some people 
who live in it" (Aijun 58). This point is made clear when Pordzik brings out the 
notion of interdiscursivity when discussing the interaction between the domain of the 
real world and that of the supernatural: 
[The writing of the magical realism] present[s] a vast 
arena of interdiscursivity not only with earlier literary 
works of European and non-European origin but also 
with indigenous values reflecting the relationship 
between the real world and the supernatural. This 
means that the real and the spiritual or fantastic are not 
explored in an either/ or framework [...] but rather in a 
manner in which both realistic/ documentary 
perspectives and mythopoietic discourses [that is 
discourses of creation or recreation of narratives about 
human beings] are problematically rendered equivalent 
in the text (108). 
In Pordzik's analysis, the process of interdiscursivity in magical realism has two 
levels. At one level, the magical realistic writing proposes a negotiation between the 
European discourse and non-European discourse; in this sense, this level of 
interdiscursivity is the counter-discursive practice that has already been established. 
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At another level, the magical-realistic writing proposes a negotiation between the 
real world and the supernatural within a particular cultural context. The significance 
of this level of interdiscursivity is that it brings out an alternative concept of reality 
that the supernatural is "a vital component of life operating in the approved domain 
of the real" (Pordzik 108). The co-existence of the magical and the realistic on the 
same plane suggests that in some cultures, an authentic representation of human past 
reality should assimilate the supernatural that has long been excluded in the 
discourse of History. 
The construction of a postcolonial historical novel writing in the form of 
magical realism is not simply an inversion of the imperial order. More than that, the 
collision of two antithetical worlds which are placed in equal position renders the 
possibility of "multiple presences, and in which different meanings seem 
simultaneously to be true" (Pordzik 107). The use of magical realism transcends the 
limitations of the imperial representation and opens up a new horizon where different 
worlds—magical and realistic, chaotic and orderly, linear and c i r c u l a r c a n exist in 
equal status. One Hundred Years of Solitude demonstrates that the entire concept of 
the magical is an indispensable constituent of the historical representation of Latin 
America and is a determinant factor that defines the cultural identity of the Latin 
Americans. In other words, the magical is a fact of life in Latin America. To 
represent Latin America as a world of the magical, alongside with the realistic, 
counteracts the imperial historical representation of Latin America as a world of 
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"science". 
Midnight's Children structures itself in the mode of metafictional writing. 
Negotiation with discourses is the device through which metafictional novels pose 
questions about the relationship between fiction and reality. There are two traditional 
discourses that metafictional novels target to negotiate with. The first one is the 
discourse of traditional prose fiction. In the concepts of traditional prose fiction, the 
fictional representation is taken to be a mirror image or a true reflection of the real 
world. In the contemporary world, novelists start questioning the belief of realistic 
fiction and hence the novelistic forms used in that fiction. In this context, the 
emergence of metafiction can be interpreted as a literary strategy to subvert the 
traditional novelistic system which requires: "the well-made plot, chronological 
sequence, the authoritative omniscient author, the rational connection between what 
characters ‘do, and what they 'are', [and] the causal connection between 'surface' 
details and the 'deep', 'scientific laws' of existence" (Waugh 7). The forms of 
metafictional novels are contradictory to the traditional novelistic forms. For 
example, the plot structure in metafictional novels is constantly interrupted by the 
intrusion of narrator's or character's comments; the narrative structure of stories 
within stories replaces the linear plot structure; characters are portrayed as suffering 
from mental disorder or a split self; and dreams, or unexplainable events time and 
again intrude into the realistic setting. Through all these subversive literary devices, 
the claim that the traditional prose fiction offers the realistic representation is 
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undermined. 
Closely connected to the realistic fiction is the discourse of History. The 
introductory chapter argues that History asserts that the past events are objectively 
existent and therefore the "reality" of human life can be discovered "scientifically" 
and recorded "objectively." In literature, a similar belief is manifested through the 
realistic fiction. As Waugh states, "In the case of nineteenth-century realism, the 
forms of fiction derived from a firm belief in a commonly experienced, objectively 
existing world" (6). In this sense, the questioning of the traditional forms of fiction 
and its relation to the representation of reality in the modes of metafictional writing 
is in fact a counter-discursive act against the dominant. Through constructing the 
historical representations in the framework of History and at the same time making 
use of the metafictional device to criticize the construction, historical novel writing 
in the form of metafiction reveals the constmctiveness of traditional historical 
narrative, as well as the artificiality of "reality." 
In Midnight Children, the framework of History is manifested in the use of 
Saleem to narrate the history of India. Through Saleem the historian, Rushdie 
deliberately creates a tension between two modes of writing, autobiographical 
writing and history writing. The metafictional device is shown in Rushdie's 
simultaneous use of Saleem to resolve the tension. Empowered with the ability to 
transcend spatial-temporal limitations by the power to intrude into other people's 
dream and the power to communicate with other midnight's children by telepathy, 
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Saleem becomes an omniscient writer who can look back to the past and integrate his 
personal story with the history of India. The breakthrough in the narrative scope 
transforms the entire narrative from a story of singular perspective to a historical 
narrative of national perspectives. 
Furthermore, the use of metafictional narrative develops another textual 
space for postcolonial novelists to offer the representations of their places. The 
narrative structures in metafictional novels are representations of the "reality" the 
postcolonial writers perceive to be. Owing to differences in colonial experiences, 
postcolonial novelists use different metafictional devices to frame their novels in 
order to construct the historical representations that are unique to their experiences. 
In Midnight's Children, the multiplicity of Saleem's identity allegorizes the 
multiplicity of Indian cultural identity. Midnight's Children, as written in the mode 
of historical-autobiographical narrative, is an exemplary postcolonial writing of 
resistance discourse. 
In contrast, Xi Xi employs fairy-tale realism to create a non-resistant 
postcolonial discourse in Flying Carpet. Fairy-tale realism as a reinterpretation of 
lived experiences in the realm of marvels has the purpose of forcing the readers to 
reconsider the social reality they are used to living in. In "Fairy-tale Novel," Xi Xi 
quotes Michel Butor's theory of fairy-tale structure to illustrate the function of fairy 
tale; Butor argues that fairy tale not only provides children with a world of 
imagination, but also reminds children of the social reality they are living in (He 343). 
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This double function of fairy tale underlines the operation of de-familiarization or 
alienation in fairy-tale realism. In the fairy-tale realistic texts, the novelists set up an 
imaginary world, re-situate the familiar lived experiences in everyday life in this 
realm of imagination and represent those lived experiences from a totally new 
perspective. The purpose of de-familiarization in fairy-tale realism is to detach the 
readers from the conventional context of their everyday life and to create other 
possible versions of "reality" in adjacent to the conventional one so as to render an 
alternative narrative of the historical reality. 
In response to the two national discourses of Britain and China, Xi Xi 
constructs her historical novel writing as an allegory of Hong Kong's reality by the 
devices of fairy-tale realism. Flying Carpet uses the lived experiences of Hong Kong 
people as the blueprint of her novel but these lived experiences are transformed in 
the course of de-familiarization. Through naming and the episodic structure, the 
historical representation of Hong Kong in the novel is detached from the fixed 
perceptions of Hong Kong derived from the national historical representations. This 
new representation of Hong Kong dispenses with the singularity of voice and the 
unified narrative structure in the national historical discourses by reconciling all the 
different voices, including the colonizers', in a random accumulation of scenes in the 
narrative. Flying Carpet as the fairy-tale realistic historical narrative proposes an 
open, hybridized representation of Hong Kong history and her people. 
The three novels differ in narrative point-of view. One Hundred Years of 
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Solitude is told by a third-person omniscient narrator. The metafictional ending that 
reveals Melquiade as the "real" author of the history of the Buendias strengthens the 
power of linguistic systems for making historical narrative. The narrative perspective 
in Midnight's Children is paradoxically in both first person and third person. This 
double perspective connotes the negotiation between autobiographical narrative and 
traditional historical narrative. Also the double perspective creates other voices to 
replace the voice of the imperial. Through the double perspective, the authority of 
imperial historical discourse is called into question. In contrast, multiple perspectives 
in the form of episodic structure characterize Flying Carpet. The multiple 
perspectives in Flying Carpet represent the absence of a singular, dominant voice in 
the historical narrative. The use of polyglot structure is a strategy to dissolve the 
antagonistic and asymmetrical relationship between the colonizers and the colonized. 
Xi Xi's emphasis is the assimilatory and accommodating nature of Hong Kong 
culture and the Hongkongese. The multiple perspectives used in Flying Carpet 
suggest that antagonistic writing of resistance is not the only form of postcolonial 
writing. 
From the discussion of historical novel writing in the postcolonial context, 
it is interesting to note that the genres, history and fiction, which are traditionally 
separated from each other, come to reconciliation in the realm of contemporary 
theories. This evolution from separation to reconciliation, as examined in this study, 
is determined by the conceptual evolution of narrative. As a linguistic construct and a 
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“system of understanding that we use in our negotiations with reality", narrative 
endows those people who have the power to control narrative with the authority to 
articulate, and to construct the meaning of life (Brooks xi). Specific to the present 
research, it is the colonizers and three postcolonial writers who have the privilege to 
use narrative in either historical form or fictional-historical form to tell the stories of 
their own in a particular socio-political climate. "History" and "fiction" are only two 
aspects out of many that represent the constructiveness of the real world. As long as 
human beings use narrative to represent any aspects in the real world, those aspects 




1. Hayden White is a historian who sets out to demonstrate that the narratives 
written by historians are not simple representations of a sequence of facts, nor 
the revelation of design inherent in events. He argues that narratives written 
by historians are similar to narratives written by novelists in the sense that 
both of them are shaped by the imposition on events of cultural patterns that 
are explained in narratological, and other structural concepts that have been 
applied in the literary criticism. See White's Metahistory; the Historical 
Tmagination in Nineteenth-Century Europe. (Baltimore: Johns Hopkins 
University Press, 1973) and The Content of Form: Narrative Discourse and 
Historical Representation (Baltimore: Johns Hopkins University Press, 1987). 
2. Different from the concepts of discourse in classical literary structuralism, 
which studies how grammar (the system of rules and codes) governs the 
forms and meanings of all literary productions, and in socio-linguistics, which 
analyzes the social functions of language, particularly in human conversation, 
Foucault's concept of discourse, designated as one of the poststmctural 
thoughts, shows the historically specific relations between disciplines (defined 
as bodies of knowledge) and disciplinary practices (forms of social control). 
For the concept of discourse in Foucault's theory, see The Order of Things: 
An Archaeology of Human Science (London: Tavistock, 1966), The 
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Archaeology of Knowledge (London: Tavistock, 1969)，and Power/ 
Knowledge (New York: Pantheon, 1981). 
3. Slemon notes that the concept of magical realism is a troubled one for literary 
theory. See "Magic Realism and Postcolonial Discourse," in Lois Parkison 
Zamora and Wendy B Fans, ed.’ Magical Realism: Theory. History. 
Community (Durham & London: Duke University Press, 1995) 407. 
Chapter Four 
1. There is a discrepancy in the length of Hong Kong colonial history. Michael 
Sida says 155 years while Lau Chi Kuen says 156 years. See Sida, Michael, 
Hong Kong Towards 1997: History, Development and Transition. (Hong Kong: 
Victoria Press, 1994) 1 and Lau, C. K, preface, Hong Kong Colonial Legacy: A 
Hong Kong Chinese View of the British Heritage. (Hong Kong: the Chinese 
University Press, 1997) 
2. Unless stated otherwise, all translations in this dissertation are mine. See Luo 
Feng 洛楓，“Lishi xiangxiang yu wenhua shenfen de jiangou—lun Xi Xi de 
� F e i Z h a n � y u Dong Qizhang de diuuji"歷史想像與文化身份的建構一論西 
西的《飛毵》與董啓章的《地圖集》[Historical Imagination and the 
Construction of Cultural I d e n t i t y o n Xi Xi's Flying Carpet and Dong 
Qizhang's The Atlas]. Suye wenxue 素葉文學 68 (2000): 160. 
3. See He Hongjing 賀弘景，Introduction, Xianggang de zuotian, jintian. he 
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mingtian 香港的昨天、今天和明天[Yesterday，Today and Tomorrow of 
Hong Kong] (Beijing 北京:Shijie zhishi 世界知識，1994). 
4. See Zhang Xueyen 張學仁 and Chen Ningsheng,陳寧生，Xianggang bainian: 
cong lishi zouxiang weiiai 香港百年一從歷史走向未來[A Hundred Year of 
Hong Kong: From the Past to the Future (Beijing 北京:Zhongguo yan shi 中 
國言實，1997) 1. 
5. According to Chen Qingqiao 陳淸僑，"The word, "handover", carries the sense 
of reunion after a long separation. However, Hong Kong has already been under 
a considerable change during colonization. Under the manipulation of the 'One 
country, Two systems', people from the elite class or commoners of the 
community both realize that the cultural identity of Hong Kong people has 
already become a paradox that cannot be easily resolved by a simple 
identification with the "Chineseness". Therefore, a cultural activity that focuses 
on the reinterpretation and reexamination of the cultural identity of Hong Kong 
people suddenly appears in the community." See "Beijin xiangxiang" zhuanti 
xianzu「北進想像」專題小組，"Beijin xiangxiang: Xianggang houzhimin 
lunshu zai dingwei"北進想像：香港後殖民論述再定位[Advancing North 
Imagination: The Positioning of Postcolonial Discourse in Hong Kong], ed. 
Chen Qingqiao. wenhua xiangxiang yu yishixingtai: dangdai Xianggang 
wenhua 7,bCTgzhi lunping文化想像與意識形態：當代香港文化政治論評 
[Cultural Imaginary and Ideology: Contemporary Hong Kong Cultural and 
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Politics Review] (Hong Kong: Oxford University Press, 1997) 3. 
6. See note 5 
7. See Chen Yanxia 陳燕遐.，"Shuxie Xianggang—Wang Anyi, Shi Shuqing, Xi 
Xi de ”書寫香港一王安憶、S包叔青、西西的香港故事[The Hong Kong 
Stories of Wang Anyi, Shi Shuqing, Xi Xi]. Chen Yanxia, Fanpan yu duihua: 
Inn Xi Xi de xiaoshuo 反叛與對話：論西西的小說[Resistance and Dialogue: 
Analysis of Xi Xi's Novels] (Hong Kong: Wahnan yanjiu chubanshe 華南硏 
究出版社，2000) 106-137. 
8. Fertillia (literally "fertile-earth town"), translated by Yue, will be used in this 
dissertation, except in the book title. 
9. See He Furen 何福仁，Xi Xi juan 西西卷[Anthology of Xi Xi] (Hong Kong: 
sanlian shudian 三聯書店，1992) 412. 
10. See Ai Xiaoming 艾曉明，“Dixie mhe biancheng feixie，’ 地K如何變成飛耗 
[How a Door Rug Changes into A Flying Carpet]. Hong Kong: Dushuren 言賣書 
人 19 (1996): 33. 
11. See He Furen 何福仁"Tonghua xiaoshuo—yu Xi Xi tan ta de zuopin ji qita" 
童話小說一與西西談她的作品及其他[Fairy-tale Novel—a Talk with Xi Xi 
about her Writings and Others'] Xi Xi juan 西西卷(Hong Kong: sanlian 
shudian 三聯書店，1992) 343. 
12. He Furen 何福仁."Xiaobaixing de gushi-<iu fdzhan” 小百姓的故事一讀《飛 
亶毛》[A Story of Commoners-Reading Flying Carpet]. Dushuren 讀書人 
17/18，（1996): 29-31. 
144 
13. Dong argues that in My City. Xi Xi turns the realistic experience in a text back 
to the "original" or "zero experience". See Dong Qizhang 董啓章，"Chengshi 
xianshi yu wenben jingyan—yuedu jium, wochgng he jianzhi"城市現實經驗 
與文本經驗一一閱讀《酒徒》、《我城》和《剪紙》）[Lived Experience in a City 
and Experience in a Text-Reading Drunken Man, My City and Paper Cutting]. 
Shiin.hiiren: vuetu vu pinglun hdi 說書人：閱讀與評論合集[Critics: 
Anthology of Reading and Criticism]. (Hong Kong: Xiang Jiang Publishing C. 
香江出版有限公司.1996) 208 . 
14. See Dong 209 
15. Huang Ziping 黃子平 says that Flying Carpet is not a history of genealogy. Xi 
Xi makes her novel an "encyclopedia" of Fertilla. See Huang Zi-ping. "Baike 
Xianggang, tonghua Xianggang~du Xi Xi de changpian xiaoshuo EeLZhan" 
「百科」香港•「童話」香港一讀西西的長篇小說《飛氍》[Encyclopedic Hong 
Kong: Fairy-tale Hong Kong~Reading Xi Xi's Novel, Flying Carpet] in Sing 
Han Daily Newspaper: Shujujie.星島日報•書局街[Hong Kong] 22 July. 
1996. Chen Yanxia comments on Xi Xi's narrative technique: "Xi Xi uses a 
disparate episodic form as the narrative structure. Each episode has about 
thousands of words and has an interesting title. There is no strict and necessary 
logical relationship between episodes [...]. Like her typical style, a variety of 
knowledge is interjected between the scenes about narrations. [...] Xi Xi's 
novel is like an ethonography and an encyclopedia". See Chen Yan-xia 127. 
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16. Ma Sen 馬森 argues, ‘‘A lot of descriptions in the text is not relevant to plot 
development, but they are simply explanations of knowledge". See Ma Sen, 
"Dian shudai de yuyan xiaoshuo--Fei Zhan"掉書袋的寓言小說一評西西《飛 
亶毛》[An Allegorical Novel for Boasting off the Knowledge一Criticism on Xi 
Xi's Flying Carpet] . Llan He Wen Zue 聯合文學[Unitas] 142，(July 1996): 
170. 
17. M. M. Bakhtin argues that languages are internally differentiated from one 
another. He refers to this situation as "heteroglossia". Based on Bakhtin's 
concept of "heteroglossia," Wallace Martin identifies two stylistic lines of 
development emerged in narrative. The first line emphasizes a homogeneous, 
unified style on the diverse voices of heteroglossia and materials from various 
genres. This type of style intended to unify different languages and points of 
view. The second line, on the other hand, emphasizes that the competing 
languages of heteroglossia speak for themselves. In other words, this style 
denies the unified style and allows the presence of every single belief system 
and social standpoint. See Martin, Wallace, Recent Theories of Narrative. 
(Ithaca and London: Cornell University Press, 1991) 51-51. 
18. Based on Bakhtin's theory, Martin suggests that the second line of stylistic 
development lets two or more languages which are opposed to one another be 
placed together in mutual recognition. See note 17. 
19. See Qiu Xin 邱心[Chen Xieyi 陳潔儀],"Xi Xi bixia de feixie yu Fei-tu Zhen 
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xilie"西西筆下的《飛氍》與（肥土鎮系列）[The Writing about Flying Carpet 
and the Series ofFetu Zhan] Hong Kong Economic Journal 信幸g [Hong Kong] 
8 June 1996. 
20. See He Furen 何福仁，”Xiaobaixing de gushi—du feizhan"小百姓的故事一讀 
《飛酕》[A Story of Commoners—Reading Flying Carpet], Dushuren 讀書人 
17/18,(1996): 32. 
21. See He Furen and Guan Mengnan 何福仁/ 關夢南."Wenxue shalong—kan Xi 
Xi de xianshuo"文學沙龍--「看西西的小說」[A Literary Salon: Reading Xi 
Xi's Novels]. Dushuren 讀書人 13，(1996): 74 
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